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SOME BUDOmST BRONZES FROM SIRPIIR, MADHYA PRADESH 


Moreshwae G. Dik smT 

Sirpor^ situated on the right bank of the river Mabsmadi, about 
fifty-three miles N.E. of Raipur iti Madhya Pradesh^ is an archaeologi¬ 
cal site of importance, and is well known for its brick built Lakah- 
man fl temple of about the 8th century A.D. Excavations conducted in 
1954-55 by the University of Sagar, and subsequently by the 
Archaeological Department of the Government of Madhya Pradesh, 
have now established beyond doubt that it was once a very impor¬ 
tant centre of Mahiylna Buddhism, comparable to Nalanda^ the 
famous seat of learning in Bihar^ The recent discovery of a Chinese 
coin, dated A. D. 713-741 :k indicates that Sirpur also attracted some 
monks from China during their visit to India. The architecture of 
the Buddhist monasteries and some of the relics associated with them 
bear a striking resemblance to those from Nalanda so that one is 
tempted to believe that the art styles were directly imported from 
Nalanda with the introduction of MahayMa into the region. 

Amongst the art objects found in the excavations at Sirpur there 
are several Buddhist bronze images which show the consummate 
skill attained by the smiths of ancient MahAkosala. They form the 
main subject matter of this paper, but the opportunity is also taken 
to describe certain other bronze images previously found at Sirpur, 
This study together with the archaeological evidence from the ex¬ 
cavation goes to prove that Sirpur, like Nalanda, was also a great 
centre for the manufacture of met^ images required for worship ^ 
in its monasteries. 

The number of images actually recovered from the scientifically 
conducted excavations is very small but a large hoard was acciden¬ 
tally discovered in 1939 by workers digging for stones in a plot near 
the Lakshma^a temple. The history of this hoard is very 
interesting. The images are said to have been about three large 
basketfub or over sixty in number and they were lymg with the 
finder for over six years till they tame into the possession of the 
local Malguzar of Sirpur in 1945. This hoard would not have 
come to light, had not Muni Kantisagara, a weU-known Jaina anti¬ 
quarian, stumbled upon them in one of his walking tours in Maha- 
kosala. Knowing the importance of this hoard for the art-history 
of Mahakosala, the Muni published a short paper describing some 
images from this collection in a Hindi journal, which was later re- 
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published in his well-known bookJ He acquired three exquisite 
bronzes from this hoard, one of which was later deposited in the 
Bharatiya Vidya Bhavan, Bombay, Furnished with these clues, 
the Curator of the Central Museum, Nagpur^ was able to acquire 
six more pieces from this hoard, two of which were retained in the 
Nagpur Museum and the remaining four were sent to the Mahant 
Ghasidas Memorial Museum, Raipur, in 1952. The original hoards 
in the meantime, was dispersed and several images fell into the 
hands of different persons in and around Raipur, In 1956^ I made a 
fresh attempt to secure some images from this hoard for the Depart¬ 
ment of Archaeology and was able to obtain five pieces from private 
possession. Though not all the images allegedly belonging to the 
hoard have yet been recovered, efforts are still being made to trace 
them and it is expected that some more should be forthcoming. The 
present paper deals with the existing material available for study 
and aims to bring it to the notice of scholars. 

Two images, one of them shown in Plate la, were recovered dur¬ 
ing the Sagar University excavations of the Buddhist Temple at 
Sirpur in 1955. Notes regarding the six specimens from the Nagpur 
and the Raipur Museums have been kindly supplied by V. P, Rode, 
Assistant Curator, Raipur Museum (now of the Central Museum, 
Nagpur); and the remaining five images under study are with the 
Department of Archaeology, Government of Madhya Pradesh. 

* « * 

Images of ike Buddha 

In all four images of ^kyamuni have been recovered. The 
statuette (Plate la; Reg. No. 2170) discovered during the excava¬ 
tions was found in the central courtyard of the Lower Monastery at 
a depth of 5^ feet below surface and was lying on the pavement. It 
is a small figure, about four inches in height, and is seen seated on 
a blurdrosana with a double lotus seat. The image is in padmdsana, 
with its right band in the bhnmisparsamucird; and the left hand, 
in dkydna mudrd^ is placed on the lap with the palm turned up¬ 
wards. The image b cast by the cite perdue process and is made 
of gilt copper. The eyes are inlaid with silver while the lower lip 
is left untouched exhibiting the red copper core beneath, in imi¬ 
tation of the natural colour of the lips. The between the 

eyebrows is shown in silver by a prominent dot and the hair is 
treated with black paint. A socket at the back indicates that the 
image once had a small staff for holding the ckhatra, which is now 
missing. The gracefully done face is in a state of calm repose and 
a gentle smile, skillfully denoted by simple curves^ pla3rs on the 


t. See Khd^ah^rd Vaibliam. 
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lips. On grounds of style the image may be assigned to the first 
half of the Bth century A,D, when the monastery was built. A 
stone inscription found in the sanae temple states that it was built 
by one Bhikshu Anandaprabha, during the reign of the Plndava king 
Mahasivagupta Bilarjuna. 

The image reproduced as Plate lb is now in the Raipur Miiseum+ 
It is made of copper, and resembles greatly Plate Ta. It has an 
elongated prabhdvali which is decorated with ten flame-like appen¬ 
dages at the sides and a fculoia shaped finial at the top. The orb of 
the halo consists of a broad band decorated with a border contain¬ 
ing a continuous closely winding line and an array of seventeen 
lotus flowers u-dthin. The image has a very prominent tlrna in silver, 
eyes inlaid with silver and copper lips^ as in Plate la. The image 
is covered with green patina and it cannot therefore be ascertained 
if it was gilt originally. 

The third image (Plate 2a) ^ also of the Buddha^ differs from the 
above two in having an elaborate pftfta and prcbhdvolL The main 
pifha is adorned with a pair of couchant lions and a fold of cloth 
on the top+ Above this is the double padmapifhctp on which is Buddha 
in padmdson^tp with the right band in the bhiltntsparsn miidrHp while 
the left handj which rests on the lap is shown holding the edge of 
the garment. The back-piece is also richly carved, the cross-bar 
decorated with lozenges being supported by pillars and rampant 
lions with riders rearing on elephants. The cross-bar in addition 
has knobbed ends and b surmounted by a prahh^vali on either side 
of which is an iha-inrlga with floriated tail. The prnbhaT^alt is deco¬ 
rated with a deeply incised Ifl-petalled lotus with beaded border 
and conventional flames on the edge. The stem visible on top is 
probably a part of the chhst™ which is missing. 

This image of the Buddha, apart from the elaborate pedestal and 
seat, does not differ much from Plates la and Ib, An inscription at 
■the back of the prahhdutiEt gives the usual Buddhist formula be^ 
ginning dharmd hefu in characters of about the 8th century A.D. 
A short label on the pitha gives the name of the sculptor as Drc^- 
ditya, who is undoubtedly the master responsible for this fine image, 
which is one of the most decorative of the Sirpur hoard. Other 
Images made by Drotjaditya will be described below. 

Plate 2b, representing another seated image of the Buddha, is 
now in the Raipur Museum. It is also similar to the images described 
above and has the characteristic silver eyes and copper li^' 
halo at the back is considerably damaged. 
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Images of AvalokHeivara PadtR4pa^ 

Four images from the 1939 ho&rd are described here. The con¬ 
ception of Avalokitesvara differs frotn the austere form of the Bud¬ 
dha in as much as the former is represented as a royal personage 
wearing the dress and ornaments typical of his rank. It is this view 
point that provided ample scope to the artist to e^chiblt his skill. 

The main figure is generally shown seated in the afdho-pflr- 
yanka attitude with the right foot resting on a padnui which is gene¬ 
rally attached to the pitha as a separately soldered piece. The left 
foot is drawn near the body. The right hand is shown in the warada- 
niicdru resting on the knee while the left one generally rests on the 
ground behind the body and is shown holding the stem of a lotus. 
The head-dresses are elaboratep being often done in the form of jafa- 
the front of which is adorned with the figure of Amitabha and 
the hair falls on the shoulders in curly locks. The jewellery consists 
of one or more necklaces round the neck^ and a y(ijn<ipavlta-like 
ornament, passing over the left shoulder and falling in a graceful loop 
over the right hand. It usually has another jewel attached to it as 
bTahma-granthK The necklaces, when single, are invariably in the 
shape of an ekavaZt (a string of large pearb); but in two specimens 
they are also accompanied by a torque with a bright jewel piece as 
the central ornament. All the images have a dupaff^Iike tittariya 
(samghaii) which covers the left shoulder only and is decorated with 
vertical lines which seek to imitate the design and texture of the fab¬ 
ric. The short dhoti covers the knees only and the patterns on it are 
often shown with intricate designs in low relief. All the figures wear 
a mekhald, which consists of a double string in iimtation of a cable or 
twisted rope i Sutra] adorned with jewels. The are of tw'o 

different kinds. The one worn in the left ear is invariably designed 
in the shape of a mokara holding a small ball-like object in the open 
mouth. The other form of the kundala consists of an orb with deco¬ 
rative designs on all its four sides and is invariably 

large enough to rest on the right shoulder. The figures wear both 
bracelets and armlets (bcju-handha). The bracelets are in the usual 
shape of a fcflnfcona, with a prominent jewel on the top surrounded 
by designs in scroll work; while the armlets have both the ends turn¬ 
ed sideways as to form a complete spiral. The lotus seat is always 
present and the intricate design of the karirj.ifca is shown by small 
roundels on the seat. 

As regards the technique of the fabrication certain facts are note¬ 
worthy. In the finst place^ the pedestal (pTfho) and the main Image 
are cast separately. The bronze castzr, taking advantage of the 
vertical stems in the delicate kar^iki, so fits it into the lotus bn the 
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pifha that the joint is almost invisible, the grooves seen on the fcar- 
wiJico helping him considerably in this. The head-dress of the figures, 
the ornaments and other appendages are also made separately and 
subsequently attached at appropriate places. The high head-dress, 
for instance, is always made by twisting a coil of long drawn wires 
to a suitable shape and then attaching it to the bare head. The 
pajnopavtta and the jewellery wom round the legs and the neck 
are also made separately and fitted to the main image, and it would 
appear that the cire perdue process by which these images were cast 
gave little scope for the delicate finish which is characteristic of the 
jewellery which was carved later on when the figure was cast in full. 
Gilding was neatly done, care being taken to block certain portions 
where it was intended to show the original colour of the metal which 
is a coppery red. Finally, the eyes were inlaid with silver, the 
clothing decorated, and the multicoloured precious or semi-precious 
stones studded wherever necessary. These were subsequently re¬ 
moved by ignorant persons in whose hands the images fell alter 
their discovery, but their presence is betrayed by the empty sockets. 
Only in one image (Plate 6a) have all the jewels been left intact and 
untampered, 

I now describe all the Avalokitesvara images, noting the differ¬ 
ence in the details. 

The image of Avalokitesvara (Plate 3a), now in the Raipur 
Museum, has lost its prabhdualL The long lotus stem is held by 
the left hand and rests against the head-dress of the main figure. 
The lotus here assumes the form of a mufcala (bud) in place of a full 
blown flower; and a few leaves are shown spreading on the arms 
near the shoulder. The right leg, supported by a lotus issuing from 
the pedestal, is somewhat disproportionate and unshapely consider¬ 
ing the comely forms of the other limbs, A short inscription records 
it to be the work of Kumaradeva. 

Plate 3b shows only the principal figure seated on the 
the lotus and the main pi'tfia being absent. The left hand holds only 
a portion of the lotus stem, the top being broken and the 
is also partially damaged. In spite of this, the image is undoubtedly 
amongst the finest Avalokitesvara images from Sirpur, The gentle 
expression on the face, the easy and graceful posturing as well as 
painstaking attention to exquisite details mark it as the work of a 
master craftman. 

Another Avalokitesvara (Plate 4a) is one of the largest of its 
t 3 rpe. The pedestal is decorated with a pair of lions placed in cut 
out niches and seem to have been carved with all the detaik subsc- 
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quent to the casting. They lie in the same plane as the pedestal sur¬ 
face and the artist has apparently taken pains in their delineation. 

The main image shows the typical serene expression. The details of 
the hair are worked in spirals that fall gracefully over the shoulders, 
almost touching the bdjiiband. The right foot rests on a lotus accom- 
pamed by a small bud with a thick, clumsy stem, A short label on 
the lotus throne indicates that it was cast by the smith Droi^ditya. 

The image reproduced as Plate 4b iRaii,,ur Museum) in this series 
is characterised by an unusually high pedestal and bold ornamenta¬ 
tion. The characteristic smile is absent from the expression, the eyes 
are somewhat large (perhaps meant to be apata according to the 
religious texts) and the lips are thick. The yajv^ctVtta assumes the 
shape of a large string of pearls Instead of the sitra; and the usual 
Amitabha is not to be seen on the crown. The pmbhdrali, the pre¬ 
sence of which is indicated by the socket at the back, is now missing. 

Image of Vajrap&^i 

There is only one image of Vajrapani (Plate 5a) in this group 
but it is of excellent workmanship. The figure does not materially 
differ from the Avalokitesvara images described above except in its 
attribute, the vajra, which is shown resting on a lotus bud held in the 
right hand. On the large bhadra-pitha is a double lotus, on the top * 

of which sits VajrapSni wearing the usual makara and fcintu kaa^alas 
in the ears. He does not wear an uUaHya but the dhoti is very 
elaborately adorned with scroll work and small lotuses consisting 
of four petals. The eyes are set with silver inlays and the lips are 
of copper. The which touches the crown is very carefully 

decorated. A beautiful circular prabhdvali with the usual border 
of beads and flame-like appendages still retains the tenon by which 
the overhan^g chhatro was held, but the latter is now missing. 

The inscription on the pedestal shows that this is yet another piece * 

from the workshop of the master-craftsman Dropaditya. The image 
also has on its reverse a short three-line inscription giving the usual 
Buddhist formula beginning ye dkarma hetu. Though covered with 
a green patina some traces of gilding are still visible on the 
prubhauali indicating that it was once gilt. 

Images of Mafijuiri 

The two small bronzes representing MaiijusrI, the Buddhist God 
of leai^g, are of excellent quality. The one illustrated on Plato * 

5b IS eight inches high. The deity is seated on a lotus in the ardha- 
proganka posture, holding in his left hand the long stem of a lotus 
with a book—his distinguishing mark—at the top. The necklace "i 

consists of a string of large beads from which hangs a central 
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rectangular amulet-case with tiger claws on either side along with 
some oi namental leaves. The ktLi!.4alas are also difierent from those 
of Avalokittsvara. The one worn in the left ear is a reel-shaped 
ornament ttaiaafeo); whUe in the right ear is a jxitra-kiiniala. which 
consists of a short scroll of palmyra leaves folded over. The head¬ 
dress is simpler than those of Avalokitesvara images. This image is 
gilt^ the eyes are inlaid with silver and the lips are in copper» What 
marits this figure above average is the carefree and youthful ex¬ 
pression on the face, its effect heightened by the raised brows and 
the easy postuie in which the figure is shown sitting. A smail label 
on tde pedestal indicates that it is the work of Dro^iaclitya, the well- 
known artist, whose three works we have noticed earlier. 

The other image of Manjusri (Plate 6a) strikes a different note. 
U differs from most of the other images from Sirpur in having a small 
kneeling figure of a devotee, separately cast and then soldered to the 
base of the pedestal with strong rivets. It is abo unique in as much 
as all the jewels set into its ornaments are quite intact, some of these 
precious stones being of minute size, The dhoti worn by Manjusri 
has narrow alternate strips of copper which were blocked at the time 
of gilding and is further inlaid with small silver lotus flowers, a de¬ 
corative feature which is not found in the bronzes from Sirpur so 
far available. The central amulet-case in the necklace contains a 
large green emerald and the tiger claws on either side are promineiil- 
ly shown inlaid with silver. The crest on the head-dress is stud^d 
with a small ruby and minute carbuncles adorn the armlets. The 
lotus stem held by the figure has broken away at the top, but the 
tiger claws of the necklace, the patra-fcun^la in the right ear and 
the reel-shaped ornament in the left, clearly show that this imago 
is that of Manju^. 

The seated devotee at the base has some remarkable ethnic 
features Hb hair is tied into a knot at the back; he wears a very 
scanty dress and b shown in the attitude of folded hands as he^kneeb 
before the deity. His physical features are identical with those of 
a typical Gond from Chhattbgarh, 

This image is unfortunately not inscrited, but its resemblance 
to the other images carved by Dronaditya b so close that it b not 
unreasonable to suppose that it was also a product of his workshop. 

Images of Tara 

The Sirpur hoard contained two images of Tara, the finest,— 
already described and illustrated by Muni Kantisagara^^being with 
Muni Jinavijaya of Jaip^Rajasth an. It b noteworthy that this 

2, See kd. p. and p, 432. 
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figure has a number of attending parivdra deuatga in addition to the 
devotees at the pedestal, a feature not observed in the other bronaes 
from Sirpur. 

The other image of Tara is Ulustrated here in Plate 6b. As a 
work of sculpture, it does not differ much from the Avalokite^vara 
type of images described above, except that the female deity has an 
oval-shaped halo at the back, and wears a crown made of flowers and 
leaves over the head. The lotus bud held by the figure on the left is 
very well preserved, The image was once covered with gold and an 
attempt has been made to remove it so that the facial features and 
certain other details have been sadly obliterated. The votive ins¬ 
cription at the back, ye dftormd hctu, has also been considerably 
damaged. 

Stylistic considerations as well as the paleography of the ins¬ 
cription suggest this image to be a work of about the lOth-lltb 
century A.D,, i.e. weE after the period when the art of casting images 
in Sirpur had reached its zenith. 

Misceilaneotis Finds 

Amongst the miscellaneous finds from Sirpur, mention may be 
made here of another bronze image (Reg. No. 2-171) the head of 
which is unfortunately missing. This image was found on the pave¬ 
ment of the inner court of the Lower Monastery at a depth of 
5 feet below the surface and stratigraphically it belongs to the same 
age as the Monastery via., 8th century A.D. The seated image is in 
the vorodo mudm, and besides the head, the left hand is also missing. 
The hair is shown falling in locks over the shoulder and the 
usual ornaments are present. There is an oval-shaped halo at the 
hack, complete with beaded border and the flamboyant appendages. 
In the absence of any distinguishing attributes it is not possible to 
identify the deity represented. 

The excavations at Sirpur have also brought to light a small 
head of the Buddha cast in bronze (Reg. No, 2-173) which appears 
to have been discarded by the bronze caster on account of the 
breaking away of the mould. It is unfinished and on examination 
it reveals that the images from Sirpur were cast solid and not left 
hollow in the cone. 

Two inscribed pedestals without their images found in the exca¬ 
vations are also noteworthy. One of them, of very light bronze, 
has a short inscription at the back stating that it was the work of 
one Kum^pala. Whether it refers to the donor or to the bronze 
maker, it is Impossible to say. 
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The other pedestal is a very heavy piece and still retains in its 
core a quantity of black charred sand and mud showing that it was 
cast on the spot. It has on its three sides the following inscription 
in characters of about 9th-l0th century A.D« 

Ye dharma-hetu probhaucateshdm Tathagaie 
kyavadat euam vadi mohd sttgatah 
Deya dharmo^am 5afcya-bhiJcshu Su^atabhduat/a 
Yodnfra pw^yath tat-bhavatu mata-pitaTebhyflft 

It is noteworthy that the txsual votive formula reads Mahssra- 
manjah whereas the present inscription ends instead with the word 
Maha-Sugatah. The missing image installed on this pedestal was 
apparently the gift of a Buddhist monk Sugata-bhava. 

• • * 

A few words regarding the manufacture of the bronzes, their 
chronology, and significance in the art of bronae-making in ancient 
India seem necessary. There is hardly any doubt that the images 
were maniifactured locally at Sirpur. The excavation of the great 
Buddhist Temple in 1955 brought to light considerable evidence to 
show that the main centre for their casting lay not far off from the 
monastery, if not in the monastery itself, for among the objects dis¬ 
covered were several goldsmith’s tools and accessories which were in 
all probability used in the manufacture of the bronzes. These in¬ 
cluded a number of crucibles, touchstones with marks o£ gold-test¬ 
ing, a small hanuner, a pair of tongs having a lotus bud shaped point 
and still retaining its elasticity, a pair of scissors, and a torpedo- 
shaped iron bar on which curved gold objects were shaped. These 
objects were lying near a chunam-lined rectangular tank, li ft. x 
Zi ft. and about one foot deep, which was built into the floor of the 
southern verandah of the temple. The evidence of the pedestals still 
containing the unscraped sandy core and the unfinished image of 
Buddha referred to above alone prove clearly that the goldsmith must 
have worked in the monastery at least temporarily. The discovery of a 
large number of bronzes from a single site also shows that Sirpur must 
have been an important centre of Buddhism where these images were 
required for worship. In three Buddhist monasteries excavated near 
the above mentioned temple, the central room, in a suite of five rooms, 
was provided with a brick platform in several tiers, which was re¬ 
served for keeping such bronze and stone images. In fact, in two ins¬ 
tances, the stone images on these platforms were still in situ when ex¬ 
cavated Taking into account that a fine image of Yugadi-deva, to- 
^jth figures of the Nine Flanets, were also recovered from 
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Sirpiir^ it seems that the bronze caster also catered to the needs of 
persons other than the Buddhists. 

As regards the style, these images certainly seem to have been 
infliienceo by arhsts from Nalanda. There is sufficient evidence from 
the excavations to show many features oonunon to Sirpur and 
Nalanda; and that Mahayana Buddhism in Sirpur must have found 
its way into Chhattisgaih from Magadha. The architectural peculiari' 
ties, such as iong staircases in the comers of the triharos, open court- 
yaros with pillared verandahs, secret passages leading to strong 
rooms of the monasteries etc,, at Sirpur go to confirm the notion 
that many architectural features were direct borrowings from 
the great Buddhist university of Magadha, It is no wonder there¬ 
fore that the Buddhist bronzes from Sirpur were also influenced by 
the Eastern school of sculpture. A possible reason for this may 
be that Vasata, Queen Mother of Mahasivagupta Halaxjuna, was the 
daughter of the Maukhari king Suiyavarman of Magadha, It was 
during Balaijuna's reign that many of the monasteries in Sirpur 
were built in the early 8th century A.D. and it is possible that the 
ma trimonial alliances might have been responsible for spread of Bud¬ 
dhism in Chhattisgarh, since no vestiges of an earlier date have been 
found in the excavation. Stone sculptures found at Mallar, Rajtm, 
Turturiya and Seori-Narayan in Chhattisgarh all date to about the 
same period. 

The similarities between the Sirpur bronzes with those from 
Nalanda are many and I die below a few parallels, 

1. Silver /or the eyes: Most of the Sirpur bronzes have 
their eyes inlaid with silver. This feature is also noticed among 
the bronzes from Nalanda* and from Kurkihar^ in Bihar: as also in 
the bronzes from Akota,® near Baroda, in North Gujarat of a com¬ 
parable date. The image of divantasv^i from Akota is dated to 
about the 6th century A.D. by Dr. Umakant Shah; while the speci¬ 
mens from Nalanda and Kurkihar can be dated to about 8th-9th 
century A.D, In spite of the diflerences in the dates, this feature 
undoubtedly appears to be North Indian and post-Gupta in origin, 
since it is nowhere observed in the large number of bronzes from 
Nagapattinam, described by T. N. Ramachandran,^ 


3. Ibid., pp. 152, 426, 

4. Stella, Kmniuch, The Art oj InAia Thrtrn^ the Ages, Londsn, 1955. Plate l£>9. 

5. Cf. Unfeereity of Ntibinda, Plate XIH; InformatiOB reeanling the 

b^onzfs kindly silpplied by Sri Vijayakaota 

Studies in Jairm Art. Btnaies, 
7. T, N. Ram^ael^iT^ Nnpapaniftam and BtiddJiUt Brcmsei in the Medns 
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2, Treatment of the pm&havati: In the prabhnnalis from Sir- 
pur there are certain traits which betray* influences from Nalanda» 
The circular halo of the Vajrapam image (Plate 5a) and the Jaina 
image of Yugadideva (Adinitha) illustrated by Muni Kantisagar,^ 
are so similar to the Prajnap^amita image from Nalanda,^ that it 
is difficult to believe that they were both not inspired by the same 
common source or were not influenced by each other. The same 
circular motif with a beaded border and flamboyant appendages is 
to be seen in the large Buddha image from Sirpur (Plate 2a), 


The elliptical or oval prabftavait from the unidentified headless 
image in Sirpur or the Buddha figure (Plate lb) has its Pala style 
bronzes in Java’® and further south in the bronzes from Naga- 
pattlnam,” 

One of the striking features of the Sirpur bronzes appears to be 
that almost all images are seated. None are known in which the 
deity is represented in a standing posture. 

3. Cross-bar rest behind the ^gures: Attention may be drawn 
to the bar-like rest which adorns the figure of Buddha (Plate 2a} or 
the images of TarS with Muni Jinavijaya. This has its counterpart 
in the Avalokttesvara image from Nalanda and the same trait b 
to be seen in the Pala style images from Java. 


One of the interesting features of the Sirpur images is that in 
many cases they have inscriptions which place us in a relatively 
firmer position as regards their age. Both on paleographic and 
stylistic grounds, these images can be assigned to the post-Gupta 
period, somewhere about the early quarter of the 8tb century A.D. 
Numismatic evidence of the Chinese coin, belonging to the Kai 
Yuan period (713-741 A-D.) in mint condition, found in the same 
temple where the hoard of the Sirpur bronzes is believed to have 
been found, also supports thb dating.’® 


The works of the master bronze maker Dronaditya certainly 
prove that he was an artbt of no mean ability, Hb works are 
characterised by special attention to the modelUng of the face, 
graceful treatment of limbs and careful attention to decorative 
details. The art of Sirpur during his time had reached a very high 
standard. Found in the heart of the jungles of Chhattisgarh, Sirpur 
marks the site of a great centre for the manufacture of bronzes 
which was not hitherto known before. 


S. M Vflibhffit)', p. 4^ 

Anatfit India, No, im ^ , 

10, Ramchandran, Nag&pattiTiam, Plate XX, 1 and 3, 

11, led p. 432. J r j- inTTTT 

12, Cf. Journiil of the Ji’a.Tidsmatxi: Society of XVUI, pp. e4n6S. 






A SCULPTURAL REPRESENTATION OF THE BUDDHIST 
LITANY TO TARA AT ELLORA 


R. Sex Gupta 

With the development of the Mahay ana sohool of Biiddhism and 
subsequently the cult of the Bodhisattvas^ innumerable sculptures 
came to be carved on the walls of the Buddhist cave shrines of 
Western India. Of these the most numerous were those of the 
Bodhisattva Avalokitesvara or Padmapam, the compassionate and 
the saviour of the faithful from evils. The Mahayana school has 
also been responsible for bringing into the Euddbiat pantheon 
numerous goddesses of whom Tara^ the female counterpart of Avalo¬ 
kitesvara, is the most important. She appears to have been received 
with the same reverence as Avalokitesvara and was given equal 
rank and endowed with the same powers. This is borne out amply 
by a panel from Ellora, recently noticed by the writer, showing Tlra 
in the act of giving protection to worshippers from the same dangers 
from which they are usually delivered by Padmap^i. The Bud¬ 
dhist htanies showing Avalokitesvara in the act of giving protection 
to devotees from various evils appear on the walla of the caves at 
Ajanta^ Aurangabad, Ellora and Kanheri in the 6th-7tb century A.D. 
It is interesting to note that all these caves were excavated near the 
ancient trade routes, and that the dangers from which Avalokites* 
vara saved his devotees were generally those which merchants 
generally encountered on their journeys or voyages. It is interest¬ 
ing to speculate how far such panels were inspired by the traders in 
order to ensure a successful termination of their expeditions. 

Strangely enough, scholars like Fergusson, Burgess and 
Wauchope who have worked on the Ellora caves previously, do not 
mention the panel under discussion in their works and apparentl5'' 
none of them seems to have noticed it. The panel itself is carved on 
the facade of Cave IX and is datable to the mid 7 th century A.D. 
Though much damaged, it has altogether six scenes in compartments, 
tiiree on each side of TarS who stands in tne centre holding the 
stem of the lotus in the left hand while the right hand is missing. 
Below are two ndg<i$ who grasp the stem of the lotus on which she 
is standing. To her right side, from the top, are the usual scenes 
representing the dangers of fire and shipwreck, the outline of the 
ship being still visible but the central scene is missing; those on the 
left are the scenes depicting the dangers from ndga, enemy and the 
enraged elephant. 


^ULPTURAL representation of the BUDDHIST UTAMY TO TArA IS 

There are two other panels depicting the litany to Padmapa^i 
at Ellora.^ One of these^ in a cell attached to Cave IV* is fragmen- 
tary* as the wall there has been pierced for an opening. It has the 
scenes stowing the menace of fire, robber and slavery. The litany 
outside Cave III has scenes of dangers from fire^ robbery, capti¬ 
vity, shipwreck (?) to the right and to the left from lion, snake, 
elephant and diseases. The prayer in which Fadmapini ia invoked 
is as follows:— 

'At£ hull! great campwssianatfi Padmap^i B(>dhisflttv^^ 

Mahi^tvaf from the dev^itlrlng firt, merciM one. 

Deliver usT trom the swiinl of the enemy, merciful Icntlt 
Deliver usf from wptivity aisd slavery, merciful cne. 

Deliver us! fwm ahipxvreek, compassionate Lord, 

Deliver usl from wild beasia, poisonous reptiles and ema£ed animals great 
compassionate Lord, 

Deliver us! Hiaii! Padmapiiiji Bodhisattva 
Hail! Amitibha Buddha! 

From the descriptions of the panels in other caves, it will be 
observed that but for some minor changes, they are all abke. 

It appears that l^ra was introduced in the Buddhist pantheon 
in the 6th century A.D. Her worship was popular at I^nheri^ Ellora 
and Aurangabad as is evident from the images in those caves. 
At Ajanta a sculptured image of Tara as such is not to be found at 
all. Some scholars, however, would like to identify the painted 
female figure by the side of the famous Bodhisattva in Cave I, as 
that of Tara. The absence of individual images of Tari, common in 
other Buddhist caves of the same age, would suggest that the wor* 
ship of Tari was not popular with the Buddhists of Ajanta and 
the cult might have belonged to a different sect. At Elio fa how¬ 
ever, she has Iseen figured profusely- When shown alone, she is in 
the attitude of giving protection to worshippers, her right hand 
being in abhoi/amitdrd. Otherwise she is seen with Padmapajii. 

In Cave Xll (Sth century A.D.) at Ellora can be seen a oanel 
of three figures consisting of Kubera. Padmapaiji and Tara. In the 
shrines of Caves XII and XI Tara is figured on one side of the door 
facing the Buddha while on the other side is Kubera. Tara was 
always connected with navigation and invoked for the safe cross¬ 
ing of the waters. Perhaps her connection with navigation made 
her worship popular in the Suvarnadvipa as well. To <]uote 


1. At Ajanta in Cav» H, IV and XVH the litany to Padmapani la depicted. The 
eiuht dangers a« those of the Uom, elephant, fire, snake, robber, water, fetters 
and dwnon. In Cave LXVI at Kanheri the scenes peorwfSittriij the danp'Ts are 
frem the elephant. It>r, Fneke. fire, shipwreck. titiprl«onnient. Carude, dwessp, 
sword and enemy (71 end at Anranpabod in Cave VU, the dangers are of fire, 
robbery, captivity, shipwreck, lion, snake, elephant and disease. 
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Hiraiianda Sastri, 

"In the eighth century her wordiiip extended to Java as ia tvi» 
dcnced by a Nag&rl inseriptian recoitiing the liate of the constmctxon 

^ CAD. T7a> of the sanctuary 

cailed Kakan Chandi, which as is shown by the remaihs must have 

been one of the most remarkable temple of the island. In the epi¬ 
taph Tve And a pruicep the founder of the sanctuoryi. 

doing homage to Taxip the saviour of men, as the noble and verier- 
able one whose smile made the aun to shine and whose frown made 
darkness to ^velope the terrestrial sphere. This temple was dedi¬ 
cated to Tart herself whose image it enshrined.,. Later on Je 
about the twelfth century she became still more popular and we are 
told that there was hardly a household altar in North India in thosa 
days without a statuto of Tara.“* 

Very interesting is the inscription of A.D. 1095-S of the time 
of Western Ch^ukya king Tribhuvanamalla or Vikrainaditya VI 
<A.D. 1076-1126), in old Kanarese, ^hich begins with a sfuti to Tara; 
“Reverence to Buddha! Reverence to Thee, O holy l^ra, who dost 
aUay the fear of lions and elephants and fire and hooded snakes 
and thieves and fetters ajid waters and the ocean and demons and 
who dost bear a Sfplendour like that of the rays of the moon!”** and 
ends with, "May (the goddess) Tara, — -who is anxiously busied with 
the exercise of tenderness entailed by preserving (persons possessed 
op souls who are distressed by the notorious fear of water and 
kings and volumes of fire and wind; who takes away the dread of 
hold thieves and oceans and elephants and Hons and snakes etc,* 
and who quickly confers the rewards that are desired, always pre¬ 
serve Saiiigama!”6 The inscribed stone-tablet was found near a 
Turned Jaina temple in the fort at Dambal, in the Gadag Taluka of 
Dharwar district. The inscription appears below the figure of Tara 
The_ object of the inscription is to record certain giants to the two 
CTharto of Buddha and TaradevT, the latter constructed by the Jaina 
ire^hi Samgavayya of Lokkigundi. It is giatil^ng to note that a 
sculptured panel of the 7th century A.D. finds a parallel in and is 
TO^borated by the epigraphical record of the late Uth century A.D. 
It IS hardly a matter of surprise that Tirfi was equally popular to all 
and especially to the merchant class, irrespective of caste or creed! 
ine fact that a Jama iresfhl constructed a vihdra of T5ri and in re¬ 
cording certain grants to it invoked the Goddess ampiv testifies the 
presumption that such sculptured panels like the Buddhist litany to 
Padmapani and Tara were also got carved by the members of the 


Medieval sculptures of T3ra are also to be found in other parts 
of India. To quote Ban erjee, "It may be mentioned incidentally 

2, should prabablv be r^ad as 700 
i Cull <ff Tin, p. 12. 

t iLj ^twn^arv, Vol. X, p. las. 

5. /bid., pp. 1S5-10O. , *< ™ 
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that the Mahayana Buddhist goddess Tara is conceived as saving 
her votaries ir^^_i«ght great terrors' (aah(am(iii«blui|/a) among 
which those mentioned above (i.e. captivity, wilderness, drowning, 
harassment by robbers, great forests etc.) are included. Medieval 
images of TarS from Southern and Eastern India are known in w*hieh 
these Tnahdbhftyas are illustrated in the prabhdvalt.® 

But this panel depicting the litany of Tara, being the only ex¬ 
ample, so far noticed in Western India, should be regarded as a 
unique specimen and perhaps the earliest of its kind. 


a. J. N. BaneijM, Deealopmeni 0 / Hindu Icwflflraphir, 1956, p. 1B2. 



SOME NOTES TOWARDS THE CLASSIFICATION OF MUSLIM 
COPPER AND BRASS WORK IN THE MUSEUM 

Simon Dicey 

The ‘Surat’ bowl recently acquired by the Museum has been de¬ 
scribed elsewhere in this Bulletin, This and the large Gujarati (?) 
casket decorated with shifcaTgnh scenes are the most remarkable 
pieces in the Museum’s collection. But other pieces, mostly from 
the Sir Ha tan Tata bequest, merit detailed examination. 

In general early Islamic and Persian metalware has received 
more attention than the more numerous pieces surviving from the 
fifteenth century onwards. A change in the character of metal¬ 
ware is responsible for comparatively little attention being devoted 
to the later period. The earlier pieces which survive are of ex¬ 
tremely elaborate and costly workmanship. After the 15 lh cen¬ 
tury, lavishly jewelled pieces were sometimes made for the great 
courts, similar in character to the Mughal inlaid jades, but the vast 
majority of pieces were of tinned copper or of brass without inlay. 
By comparison with earlier pieces these have a plebeian air; the 
raison d'etre of the extremely finely wrought brass and bronze had 
almost disappeared with the greater availability of fine porcelain. 

Specifically Indian metalware of Muslim origin has suffered 
from even more neglect: there are no works on Mughal copper 
and brass attempting to distinguish these from contemporary 
Persian productions. Yet it may be this neglect is not justiiied in 
either case. Apart from the buU-headed jugs and the great ewers, 
the ornate preciousness of the workmanship of the earlier pieces 
is too often associated with squat and unimaginative forms. The 
later pieces, particularly the endless varieties of spouted jugs, 
often have a dynamic balance and sweep which their refined and 
exquisite predecessors with their multiplicity of metals lack. The 
‘Surat’ bowl itself is evidence against the general inferiority of 
later Islamic metalware, and against any particular inferiority of 
work produced in India. Being of copper, prohahly originally 
tinned, its decoration shows that this type of metalware was consi¬ 
dered w'orthy of the attention of Akbar’s court painters. 

There are three fine pieces in the Museum’s coEection whose 
style gives no grounds for supposing that they were manufactmed 
outside Persia, which may therefore be described first. 


notes 
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A Turban Casfcct. 14th century AT). (No. 28.5592; Plate 8a, h). 
This domed twelve sided box is of brass inlaid with gold and 
silver wire, and with the figures and caligraphy formerly inlaid 
with flat plaques of silver, of which now only a small trace 
remains behind the back clasp. This box closely resembles both in 
form and decoration the examples in the Sun!ey oj Persian Art, 
Plates 1361 and 1362, which are in the possession of the Louvre 
and the City Art Museum, St. Louis. ^ Smaller brass boxes in 
the same style are in the Victoria and Albert Museum and 
the British Museum.^ Of these examples 1362 has a decorative 
inscription like this casket, and like it has no ring on the dome. 
The other examples resemble this in the conventional figures, floral 
scrolls, key pattern, wheel motif and shafts of degenerated Cufic. 
Harari® assigned this school to North Eastern Persia and a late 13th 
or 14th century date. Barrett classified the British Museum exarU' 
pie as late 14tb century.* 

Around the casket four main bands of figures in circles alter¬ 
nate with inscriptions in cartouches, while the smallest band of 
figures on the rim of the lid Is spaced between shafts of *'Cufic” 
ornament. The inscriptions are repetitive and can he read as 
follows; 


Amjod «J-Au>s5/, oi-KhoIisat uWqbal, an-Na'im ul-'Ahm ll^ 
Haliin, ad-Dnu>lot uhKhddimat Ultah, al-’Aqibat loai-Ahd ul 
Jamal, al-Muhiy ul-Mojmal ulrKamal, nl-KhcIiant ul-fqbal ul- 
Akram, al-Jiid ul-Amjad ul-Atosa/. Main Band: Al-Muzafar, 
ul-Mujdhtd ul-Murdbit, al-Mu‘Tnin td-Ma’li al-MHnsur' ol-Jamal 
toal Kamal, aUMaioUtna ul-itfoliJs, aT-Mu^aa^am us-Sultdn ul- 
'Arim_ul-'Alim ujol Mdil. 


Tliough these epithets would be most suitable for a royal 
personage, the inscription seems to be customary and stereo-typed 
on 13th and 14th century pieces. 


All the highly conventionalised figures sit cross-legged and 
have B halo. The larger bands, on the dome (three figures), on the 
flat surface of the lid and on the centre of the base (six figures each) 
are of noblemen wearing the three pointed felt cap of the n-Khanid 
period and holding up a circular "scarf”.* On the flat of the lid 
the figures look alternately forward and sideways, the remaining 


1. See A. tJ. Pope. Survev of Periiow. Art, Oxford. 1939, VoL VI. 
a! ‘'1^1 work after the Early ftlainic 

4, Baint, fafatnie Metalujore irt the Brtluk Museum, London, 1&49, Pi. 37. 

5. SuTV^ of VT, FL 1331- 
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two groups sU forward. On the rim of the lid are six smaller figures 
of musicians, four in succession playing cymbals (sanj), and the re¬ 
maining two flutes (nai). At the base are six more small figures, 
probably of singers. In each case the left arm is crooked to the waist, 
but the right hand of three figures is raised to shoulder height, and 
of the remaining three is beating down upon the thigh. 

The bottom of the box shows traces of turning on a lathe, and 
is rivctted to the sides: in the centre is a six pointed star arabesque 
with detached pendentives and traces of silver inlay. 

Candlesticks. 16th-17th century A.D. (No. 33.831, 33.832; 
Plates 8a, b). The Museum possesses two fine Safavi candlesticks, 
massive and upright, with decagonal shafts, and decoration carved 
into thick brass and enhanced with black lac.^ The smaller of the 
two candlesticks has double grooved deep chevrons breaking the 
main decagonal surface'’^ arranged to enclose diamond lozenges at 
the centre; in the spaces are foliate arabesques. The shaft of the 
lower candlestick is covered by lattice medallions filled with in¬ 
scriptions in an elegant shikaata. At the top and base of the shaft 
of each candlestick are verses considered appropriate; on both there 
are the opening lines of “The Dialogue of the Candle and the Moth“ 
in Sa'di's Bostan. 

Shabt yad daram ke choahm nakhuft Skuntdam ke parwann 
ha shaTna" gaft ke man 'oahiqa'm gar bisozam rawfist Tura giriyo 
u sozbart cherast? 

The larger candlesitck has an erotic quatrain I have not 
been able to identify, 

Shabi ke vuih rukht ahttd chiragh a khilwat e nut 
Godakht sJunna* nayavniTd tab c suhbat e ma 
datni ke az rufch e mah chun tha^olab bar afkunt 
bud bar amodan e aftab e d^awlat e ma. 

The lines on the smaller candlestick are of some interest, 

Gah dil oz 'ia/iq e butan, gah jigaram misozad; 

'Jfshq har tihaza hiddgh e zikt mi aozad. 

Hamchu parwana shama' sard kdrast mara, 
ke agar peek tatoam bdl u porom mieozad. 

These lines are by an early sixteenth century poet from 
Central Asia, Mulla Hairati, and are the opening of a ghazai which 
Hairatl presented to the emperor Humayun in the course of the 


6, Svrpfv of PeraJan An, Pis. 1383,1384, 

7. Ibid., PL 1384a. 
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latter's flight from The historian Ba Yazid recorded the 

incident because Hiatiayun's courtiers amended the last Line quoted- 

Ice pesh rcuKim uqht bal u param mtsozcid.'® 

This connection with tlie Mughals is probably no more than 
a curious coincidence,i and the line stands in its unamended fonn. 
The example shown in the Survey of Persian Artj Plate 1384A which 
it closely resembles in decoration is dated 157S ArD* Hairatis 
verses and the worm condition of this candlestick would combine 
with this to suggest a late i6th century date of maitufacture. 

The larger candlestick between the verses round the base 
bears the inscription “Thanks be to God: Possession of Muham¬ 
mad Riza Ibn Haji (or in Haft)”, its lattice decoration suggests a 
late 17th century date. 

Careful study of pictorial evidence might lead to a reclassifi¬ 
cation of certain later types of Persian metalware as specifically 
Mughal — for instance the two branched dragon-headed candle¬ 
sticks which first appeared under the Timurids in the 15th century. 
'There is no reason, however, to assume that Indo-Muslim metalware 
began with the Mughals, though examples of this, as of aU the 
other arts of the Indian sultanates except for their architecture^ 
have apparently vanished. In this connection one should perhaps note, 
in a painting depicting the nativity of Mahavira dated about 1370 
which Kramrisch reproduces* a spouted aftaba whose handle might 
be of the conventionalised dragon type.® Harari thought from the 
study of Persian miniatures that this type of pot evolved in the 
15th century. Earlier medieval Hindu spouted but handleless lof^ 
have been recovered, in excavations and it is possible that this may 
be an entirely independently evolved fonn- If however it is not, 
it is another piece of evidence of the interpenetration of Hindu (or 
in this case Jaina) and Muslim society in medieval India. 


Apart from the Persian decorative tradition, copper cooking 
pots which differ very little in shape from those in use today in 
India sometimes bore incised decoration round their rims; there 
is a large example from Elephanta in the Museum inscribed and 
dated to the 11th century. In view of their architectural achieve- 


8. Gham, Fcrsiam Literaiure at ths Court of the Vol. U, p-J4. 

Ghani says that the emperor himself e&rrcctcd the line wbkh 
the Ms ^ consulted emirted the word handag^n~e (Hamath Also see Ba 
Yazid, CakullSj 1&3S, p- 3J. 

S. Kramrisch* Art of Jn^io, Londoa, 1354, Tig. 14S. 
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ment, it is unlikely that the domestic artifacts of the Indian sulta¬ 
nates were aesthetically negligible, and though the vessels of preci¬ 
ous metal at the banquets which Amir Khtisraw describes will have 
perished, it is unlikely that nothing of baser metal has in fact sur¬ 
vived. Is the problem then, as with Mughal metalware, that the 
Indo-Islamic exaniples have yet to be separated from contemporary 
Persian work? A number of examples of 12th and 13th century 
Persian work in Western museunas known to have been acquired 
in India might support this hypothesis. The correspondence of the 
£ast Persian style with the area of Turk-Persian culture known as 
“Dari” should be noted. In this area, the Delhi sultanate, although 
conquered territory, was not a distant colonial dependency, but a 
fertile and wealthy area as capable of supporting the civilised arts 
and as likely to develop its own tradition in them as Afghanistan or 
Khorassan or Mawar-un-Nahar. Craftsmen probably came in search 
of patrons to Delhi, just as the poet Badr-e-Chach did from far 
Tashkent in the reign of Muhammad Tughlaq, It is therefore un¬ 
likely that none of the example of “East Persian” metalware after 
the beginning of the 13th century were manufactured in India, but 
the detailed exanunation of such pieces searching for parallels in 
the decoration of North or West Indian architecture has yet to be 
imdertaken, 

A later type of Indo-Persian metalware for whose continuity 
from the 15th century to the present day there seems to be strong 
evidence is the tinned copper of Kashmir, whose relationship to any 
main Persian tradition is rather hard to determine. At the time 
at which the tradition began, the manufacture of tinned copper be¬ 
came popular in Persia itself. The forms and decoration which were 
common to both were probably evolved in Central Asia. Kashmiri 
tradition attributes the importation of copper-working as well as 
of other Persian iwd crafts into Kashmir to the presence of the 
^eat mona^'ch Zain-iil-Abidin at Taimur’s court as a hostage. This 
chronologically possible, but Sultan Sikandar, Zain-ul- 
A Did in 5 father, sent envoys to Samarqand’*’ and Zain-ul-Abidin in 
ms long reign (A.D. 1420-1470) maintained diplomatic relations with 
Samarqand as well as other areas and deliberately encouraged the 
domestic arts by the imoonation of foreign craftsmen. In other 
wavs the links between Kashmir and Central Asia were very close- 
conversion to Islam was largely accomnlished by Saiyids from 
Bokhara in the M+h and 15th centuries; the Chaks from Gilgii and 
Mirza Haidar Duffhlat from Ferghana successfully invaded the 
country from the North. It is not surprising, therefore, that objects 
Of tinned copner are found in Kashmir dating from the late 15th 
century onwards, and in a style w hich probably resulted from the 

10. G. M. D, Sufi, Kukfr I, Lahore, 1W9, p, 145 . 
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medly of cmftsm&n at Taimur^s court at SamarqarLd and the 
demand made upon their &kill there, which doubtless rejected the less 
hierarchical character of the Taimurian court when compared to that 
of a small priricipality in 14th century Persia. 

Clavijo has described the vigorous and alarming character of 
hospitality at the Samarqand Court;—cups of fermented mares niiUj: 
without number, drinking parties thrown by homely royal princesses 
and huge banquets of horsemcat^ cooked in great cauldrons and 
served in dishes of painted leather. One of the pieces of metal¬ 
ware associated with Taimur is a gigantic cauldron. Pieces of 
large size are characteristic of the older Kashmiri metalware; there 
is for instance a huge of tab a in Srinagar Museum dated A.H. 900 
(A.D. 1492-3), In general old metalware found in Kashmir b less 
refined, but more vigorous and more massive in its proportions than 
its Persian parallels, with a stronger Tibetan or Mongolian influence 
and fondness for dragon mouths as well as handles. Conventionalised 
animals are occasionaHy found in designs, but perfunctory in treat¬ 
ment compared to Persian work: all-over unbroken arabesque de¬ 
signs are most popular, though pieces with plain spaces and penden- 
tive decoration also occur like the smaller cooking pot in the Museum 
{No. 28.6205), Many of the examples are worked from thin sheets 
of copper, but both the Museum^s dekchis are solid. 

It should be pointed out that a very similar type of tinned cop' 
per must have been in demand in aristocratic Muslim circles in 
India outside Kashmir until fairly modem times. Fine work which 
bore more resemblance to the 'Surat' Bowl than to any example 
of known Kashmiri work must have been made in North India, or 
even in Hyderabad, under Mughal influence; a more similar tradi¬ 
tion to the Kashmiri survives at Peshawar. But we have strong 
evidence for believing that a Kashmiri school existed before and 
independently of the Mughals; it continues today, and its most 
typical form from the early 17th century onwards, the samovar^ 
has never become entirely acclimatized in downcountry India. 

The Museum possesses many examples of later and fsimiliar 
types of Indian ornamented metalware, such as Bidri ware and 
Sialkot ware. It also has a large number of nineteenth century 
Kashmiri pieces, often with varieties of the shawl pattern and of 
copper, but both the Museiun^s dekchis are worked from thin sheets 
rather degenerate workmans hipt and several Persian brass foashfculs 
with grotesque figures popular m the 18th century. Four pieces, 
however, are more unusual than this, and three are dated. 
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Large Deg or Cooking Pot. (Plate 7; No. 33.825)1. Probably 
Kashmiri; dated A.D. 1608. This is of very thick copper. Apart 
from a blank space at the base it is decorated with an unbroken 
Horal arabesque with long prominent leaf forms. Above this up 
to the high rim are bands of decoration resembling in their disposi¬ 
tion the main and subsidiary stripes of a carpet. In the main stripe 
a conventionalised deer in an arabesque frame alternates with lines 
of verses. The inscriptions are in fact the first four b^yts of a 
Saqi-Nama beginning, 

£ii/a Sdqi az shadi nosh tdz 

Ynki sharbat amlz '^hig nfitodz 

At the end of the last bogt is given the Hijri date 1018 corre* 
spending to A.D. 1608, Inside the pot is a raised knob at the 
bottom covered with an inscription consisting of the last bagt and 
a half of a ghazal of Hafiz, another couplet of a different poem, and 
the name of the owner, unfortunately not readable with certainty. 
The previous labelling as Kashmiri may reflect its acquisition by 
the donor. Sir Ratan Tata, in Kashmir: there seems little reason 
to doubt its Kashmiri manufacture. 

Deg or cooking pot, (Kate 9c; No. 28.6205). Probably Kash¬ 
miri; mid 17th century. The simpler and rotund shape of this pot 
is more pleasing than that of Plate 7, The principal decoration is of 
alternating pendentives beneath a single running band of ornament; 
above this is an inscription on the cartouche on the rim: “Possession 
of Amir Shah Husayn HamadanT, First of Hamazan, the Year lOal”, 
This corresponds with A.D. 1641. It is Just possible that its original 
owner may have been a descendant of Saiyld ’All Hamadan!, known 
as Shih Hamadan, the apostle of Islam in Kashmir. The decora¬ 
tion on this pot is quite coarsely executed, but effective. The names 
of subsequent oumers have been scratched on its rim besides a 
crude drawing of a fish and a child’s scrawl Sn Nagari. 

Small Bt^s Lidded Pat. (Plate 10a; No. 33.829). This is of thin 
metal on which the rather unpleasing decoration is engraved with 
fine thin lines. The diamond pattern on the top of the lid, the S 
hooks, and the foilage behind the letters of the inscription are all 
details favoured by the Kashmiri school, and old brass pieces exist 
in Kashmir (their manufacture now traditionally associated with 
Brahmin families) using a similar technique of engraving. But the 
animals in the spandrels, which are also found enclosed in raised 
circles on the lid in a manner reminiscent of the signs of the Zodiac 
seem in a more North Indian tradition. The inscription cannot be 
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construed as either Persian or Arabic; it loentions Jalal-ud-din 
(Akbar) and ends very clearly with the date 912 (A.D. 15651, 
the piece is of this age, it is of unexpectedly poor quality. 

Botol itjith high lip, (Plate 10b; No, 33,839). This squat bowl 
has a very high lip and a yellowish or liverish tinge to the copper. 
The main design, with its swaying line dividing ofi the panels of 
arabesque, and vaselike columns is found on Persian and other work 
from the early 17th century, but the precisely scratched shallow 
decoration, the degenerated animals in the arabesques and fiowers 
behind the inscription suggest a late 18 th or 19 th century origin for 
this bowl. The caligraphy is large and coarse, interperging the two 
parts of a couplet with two names, 

Soqi niqab oa rukh chun barg e Idle gir. 

Ba chashm e pwr khumcr chw nargis jriyolo gir. 

“Possession of Mahdi 'Ali Tabriz!—Agha Mawlawi Ahmad 
'Ali bin Muhammad Husayn Tabrizi,” An inscription written in. 
very much smaller characters in a separate cartouche runs; "Bi 
Hasrat Mttlla Muhammad Husogn ’oft ’innohi." At the base there 
is a band of Indian lotus decoration. I am inclined to favour Delhi 
as a possible place of origin. 


PARENTS OF THE TlRTHASKARAS 
U.M^EANT P. SfaET 


The parents of the Tirtharikaras have been paid due lespect 
by followers of both the main Jaina sects, who have taken special 
cate to record their names in the accounts of the lives of Tirtharikaras 
of this Avasarpinf age. The table appended at the end of this paper, 
gives their names according to both the traditions. 

Worship of the parents of the Tlrthahkaras appears to be of 
ancient origin. They are invoked in various rites, especially in 
the Pratishthdoidhi,^ and it is interesting to note that even here 
the mothers are more frequently invoked than the fathers. In 
painting as well as sculpture, the mother is oftener represented. 
Aryavati in the Amofalni Votive Tablet from Mathura, dated 
in the 42nd year of Sodasa, Is one of the earliest such specimen. 
It belongs to the early Kushai;ia period, and depicts a standing 
lady (Aryavati) adored and worshipped by attendant figures one 
of whom holds a parasol over her. The lady is probably the 
mother of a Tlrthahkara, probably Mahavtra. Several stone petes 
or plaques representing in relief all the twenty-four mothers—each 
in a separate compartment and carrying their sons on the lap—are 
known to have been installed in Jaina temples during the medievai 
period. The earliest of these known hitherto is preserved in a 
SvetSmbara Jaina temple at Osia in the former Jodhpur state. Rajas¬ 
than, and is dated V.S. 1075/A.D, 1018. I know of similar pojoa from 
Patan, Abu and Mt. Gimar, and many more exist in dififerent Jaina 
temples. 


The mothers of the Jaina saviours were widely worshipped both 
in groups of twenty-four and singly. When single, the mother is 
shown reclining on a cot with the child lying beside her, both attend¬ 
ed by maids and/or the dik-leuTneris of Jaina mythology. Such re¬ 
presentations form part of the numerous scenes depicting the entire 
'fe of a Jina, but are generally without the dik-fctimarts as in the 
miniature illustrations of Kolpasutra Mss. Of these numerous ex¬ 
amples the commonest type can be seen, depicting the mother lying 
^a cot with a child at her side and attended by maid-servants = 

ff!*' PratUth^, 

PunyaviTaya, Fij. £3 rvprbsents Trisali end 
SfoWira on a «>t. Fj«. 30 is a palm-laaf mmiatyw showin^TsaS^ th ^ 

‘ipncr twmer; also cf. 7w, 35 whar« 
frumans ac^ m a lower ra«nster. Fig. 100 depjots the birth of 
wly a moH sep.'ant ar probably a is Als? ^ 

Miniature FwntMiffa of the Jaina Karpasuim, Ggs 58. S9 » gi ' 
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Another type represents the mother lying on a cot in the lower part 
of the immature, while the upper panels show the various dreams 
(fourteen according to the Svetaihbaras) seen by the mother during 
the holy ijonception.® 

In the case of the mother of Mahavira, however, some more 
types of miniatures are available. One of these shows the Brahman 
lady Devananda seeing the fourteen dreams when Mahivira first 
entered her womb, a second shows Devanandi sleeping on a cot 
while Harinegameshin is depicted carrying away the foetus of Mah£- 
vira, while a third type shows Trisala lying on a cot with Harine- 
gameshin, who is standing beside her, carrying the feet us of 
Mahivira.'* 

On a pillar in the famous Dharana-vihira shrine at Ranakpur, 
in former Jodhpur state, Rajasthan, is found the figure of a mother 
lying on a cot representing the natiWty of a Jina. An older and 
larger sculpture of the same subject is preserved in Temple No. 4 at 
I>eogarh fort, Jhansi district, Uttar Pradesh. The sculpture (dated 
V.S. 1077/A,D. 1020} shows the mother resting on a cot and sham¬ 
pooed by a maid; and includes representations of the twenty-four 
Jinas on all the three sides of the mother leaving us in no doubt 
about the identification of the figure. 

Nativity images were equally popular with other sects of 
ancient India. The nativity of the Buddha, at the site of his birth, 
near the Lumbini grove, is well known. ^ The nativity of K pshnn 
is represented on the outer wall of the first Pahehayatana temple 
at Osia,® and is assignable to the early medieval period. Similar 
representations are known from Eastern India, and include images 
depicting the birth of Sadasiva/ 

The famous sculpture from Pathari in former Gwalior State, of 
a mother lying on a cot with a child beside her, and attended by 
four maidens holding the fan, eftouri, a money-bag (?) etc., in their 
bands* is especially noteworthy. Since Jaina traditions speak 
of dik-fcamfiris nursing and attending upon the mother at the time 
of the birth of a Jina, this sculpture probably represents the mother 

3r C^r 98 repT^s^ting Devluanda the fourteen dresnur. 

4. rhid.j 14, 16r Pauit™-77 and JBt2 Tepresciitiii^ garbed- 

paftant, and 

5. Stella Kramrisch, JiuHmn Sculpltir?, fig. MTp also flgs, 21-23, lor the dream oE 
Mayad«vl. 

ojF iAditi, 1906^09, pp, 100 fF. where D- H* 
BhandeTtLRT describes the temples at Oaia. The present: writer Km seen the 
seiilptutre on the temple which is as yet unpublished, 

7. Histisry of Ben^aL^ VpL I for a reprodtietlim of the of Sadlt^lva. N. K- 

Bhattasali, tcono^php of Briddhi^ and BnahmaTiical S&tttfiures of the 
MtLsetftn, pk. LIU, liy, pp, 134 ff. 

3, CMroaraswamy^ ffiattMTi of IndMii and fndoneiun An, ITS, 
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of Jina. TTiis identification is the mote Jiftely because an old Jaina 
temple still exists at Pathari. It may be lemembered that in 
Buddhist mythology, the Buddha is attended, not by females, but 
by Brahma and four other male deities.^ while a similar group 
of female attendants is not known to Hindu iconography in repre^ 
sentations of the nativity of Krishna. A ceiling slab in the Nemi- 
Mtha sl^e at Kumbharia (north Gujarat), which relates to the 
life of Parivanatha, (PI. Ha) shows King Asvasena and Queen Vama. 
(the parents of Parsva), seated side by side in the first row, while 
the second and the third rows contain in separate compartments, 
parents of all the twenty-four Tirthankaras. They are seated on 
a cushion, close to each other, the mother carrying the future Jina 
on her lap. 

With this type may be considered a group of miniature paint¬ 
ings of the Kalpasutra. King Siddhartha and Queen Trisala (par¬ 
ents of Ji^havlra) are shown, for example, seated beside each other 
in a miniature, the seat of the former being larger and each with 
a cfthatm above. Here Trisala narrates her dreams to Siddhartha 
who interprets them as auspicious omens. Of a similar type are 
other miniatures representing the parents of ^ishabha, the patriarch 
Nabhi and MarudevL We also see Siddhartha and Trisala, listening 
to the interpretors of dreams {soopnapdfhaka) who are shown in a 
lower panel.'''' 


A curious sculpture, represenUng a TirthaiJiara seated on a 
stuihasano. and showing a lady reclining on a oot below the simha 
sane, is presert'ed on the Vaibhara bill, Rajgir (PL Hb) and dates 
from c, dUi-lOth century A.D, The lady must be the mother of the 
Jma on the throne. A similar sculpture was seen in the compound 
of temple No. 12 at Deogarh, while there is another of this type in 
the collection of Sri P. C. Nahar. Calcutta. 

ms type of representation of the parents of a Jina (seated side 
fay side) at Kumbharia on atonOp or in the miniatures noted above 
leads us to the eieamination of yet another group of sculptures aa 
yet unidentified. Here we generally see a male and a female dressed 
m prmeely attire and sitting under a tree with a child on the 
womans lap. In all such cases, there is invariably a Jina figure 
seated on the top of the tree (PL Sometimes both the male 


i': SiffiTVa/so ■*' it. 32. 

13^ From Stito Museum, Lucknow. 
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and the female hold a child each>''^ In some caaes the male holds 
a lotus or a dtion in one of his hands <P1, 12a)« Below the prince* 
ly pair, in a lower panel, are found several seated or standing 
figures (Pis. lie, 12a), and in some cases figures riding on horses are 
also seen (PI, 12b),’* Again, in some sculptures (PI. 13a), a group 
of children are shown near the feet of the male and the female. 
Sometimes, a small dwarfish figure is seen climbing the stem of a 
tree just above and in a sculpture in the Deogarh fort, a similar 
figure is represented on the branch of a tree. 

In this connection, two sculptures from. Khajuraho deserve 
special mention. In one (PI. 12a) a small figure of a bull is placed 
between the pair, near their legs. In another (Ph 13b), at the two 
ends on the base are representations of a yaksha and ^okshl. Again, 
the chauri-bearers to the right and the left of the male and the 
female in the same sculpture may be noted. 

Such representations are known to occur in old Digambara 
shrines and other Jaitia sites in former Gwalior State, Madhya 
Pradesh, Bihar and Uttar Pradesh, A few are also known from 
Bengal. They seem to have gradually become less popular in the 
later Medieval and Muslim periods while older sites like Khaju¬ 
raho, Deogarh and Budhi Chanderi abound in such representations. 

Now the presence of a yaksha and a yakshi, as subordinate 
figures (PL I3b), as also of Ay-whisk bearers and the buU-cognizance 
demonstrates that these sculptures cannot represent the 
and yakskt of a Tirthankara. Besides there are different kinds of 
trees In different sculptures which suggests that the pairs are pro¬ 
bably associated with different 'nrthankaras. The presence 
of a child on the lap of the mother is of the utmost importance, 
for it finally establishes the identification of the pair as represent¬ 
ing the mother and the father of the Tirthankaras.’® Moreover, 
both the male and the female are dressed in regal attire in all 
sculptures, and the definite evidence of a similar tradition amongst 
the Svetambaras (in c. nth-12th century) as demonstrated by the 
ceiling slab from Kumbharia, when the parents are actually seated 
side by side with the son on the mother’s lap indicate the possibility 
that these pairs are representations of the parents of the Jinas. 

13. We have one such figure in I>eoewfa. Also ef. fig. A{e)2; 32$ trom l>eopara, 
in the Museum of ihe Varendra Research Society loimerly situated in Raiawahi, 

Ben^i.L 

14* ScCp Qomedha ond AmbiM ffom Illustrated by B. C, Bhattadiaiya^ 

JaiTia iMnojfrapbj/. 

15. The PndliiJlMtilaffi of NemichnodrSp p. -^22. as vfl!id FBQT^entxttlons of 

the mother eud father side by side in the following verses: 

XT' ^T i 






is 


PRINCE or WALES MUSEUM BULLETm 


alternative would be to take the pair as representuig 
the Kulakara and his queen, or the happy twins (Yugalika) who 
ved m those mythical days^’e but this creates more problems than 
are solved. For if this were so, it would be difficult to explain the 
presence of the buU-oognmance iti the sculpture from Khaturaho 
acussed above (PI 12a), the most probable explanation for its pre- 
»nce teing that it indicates the couple to be parents of Risha- 
cogmaance is that animaL The presence of the 
yafcfi/m and the j/okshi at the two ends of the base in PI. 13b and 
the other five figures in the centre, who seem to be worshippers 
^uld also seem to be unnecessary. Besides, the almost invariable 
figure on the top of the tree in such sculptures would not be required 
I the representation of different Kulakaras was intended. 

The sculptures can also be regarded as representing a yaksha 
^d a probably being a Jaina version of the Buddhist Jam- 

bhala and Hanti. Here again it would be difficult to explain the 

pSStefofprm"" ^ 

Additional difficulties remain, for example, the presence of 
“ sculptures like PI. 12b is not expHcable whether 
re^M these sculptures as representations of the Kulakaras 
yaksha^yalcsh], or as parents of a JinaiT 

CT ;^“thura Museum sculpture No. 278, illustrated here in 
PI 12b, shows a male and a female seated side by side in lolitisana 
under a tree, on the trunk of which is an ascending lizard. On the 
pedestal IS carved another figure seated with the left leg drawn up 
butting rams and a group of frolicsome children. 
Froh^^ children can also be seen in a sculpture at Temple 
No. 12 at Deogarh (Ph 13a) where three standing infants are show^n 
not on the pedestal, but between the legs of the male and female 
who sitting in lamsana under a tree. The principal figure 
sometimes also hold a brimming cup, a citron or a lotus which are 
i^ually c^i^ by yakshas and the presence of frolicking children 
s but natural in sculptures based on the Buddhist Jambhala and 

fnH to identify these figures with yaJcsha 

culti es. For examp le, it would then become difficult to account 

Also 

cialJy says: ^ me €Spe- 


we 
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for a symbol lilce the buE^xigiiizance which we see in a sculpture 
like PI. 12a. 

Under all these circumstances, it is difficult to find out a final 
satisfactory solution of this group of sculptures. Almost all be¬ 
long to the medieval age, a few are assignable to the early medieval 
period, but none are earlier than c. 7th century A.D, All the sculp¬ 
tures of this group post-date the introduction of a yoksha pair as 
attendants in Tirthahkara images, and it is, therefore, quite likely 
that this group of Jaina sculptures was modelled after the Buddhist 
Jambhala and Hariti.^® These may have been worshipped, how¬ 
ever, as parents of the Jinas in order to suit the exigencies of the 
Jaina religion. The variance in the representation of the minor 
figures and other peculiarities may be explained by the fact that 
canonical formulation of iconographic rules had not yet taken 
place allowing the artist liberties in the representations of at least 
the minor figures. 

It may well be that a few figures were intended to represent 
a yaksha pair, especially in cases where the pair carries the brim¬ 
ming cup or the citron, but even here there are difficulties. In the 
case of the sculpture representing pakshs Gomedha and yaksht 
Ambika of Neminltha discussed by Brindabanchandra Bhatta- 
charyya,^® the lion-vehicle of Ambika is absent (the partly mutilated 
figure to the left of Ambika representing some worshipper and not 
an animal) and the five figures on the pedestal seem to be five planets 
or some minor deities. The sculpture was carved in an age (c. iSth 
century A.D.) when the iconography of Ambika was so well known 
that she would have certainly carried a mango-bunch, rather than 
a citron, and would have been shown as standing under a mango 
tree. Matters are made more difficult in as much as is if she La 
not Ambika, she cannot be any other yafcshi, for, it is only she, 
according to the canons of Jaina iconography, who carries a child 
in her lap. Again all the sculptures of this type cannot be identi¬ 
fied as Gomedha and Ambika, for the tree above is not constant, 
being different with the different Jinas who arc shown associated 
with them. 

Unfortunately, most sculptures of this type bear no inscrip¬ 
tions and the few short labels found on pedestals (as in a bronze 
in the Nagpur Museum or in No, A (c) 2329 in the Rajashah Museum, 
from Deopara, district Rajashahi) do not really help us in identify¬ 
ing this pair. In this connection, the inscription on No 278 in the 

IB. Cf. Kiibera and froin Sahri-Bahlol, m Smitii and A 

of fine Arts wt. ^ For HflriH =‘^'■0 see, 

/amogrnijiJ'iV 0 / and Brtifcmanicat Sculpiiiretp pp. 63 JT. 

19 . /a{n4i PL XV% p. 113. 
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Mathura Museum (Pi- 12b) is read as Prayafi Stddhah, and if this 
has any connection with PriyaMruji and Siddhartha, tlie mother 
and father of Mahavira according to Digambara traditions, an identi¬ 
fication with the parents may be possible- In the absence of more 
definite evidence, however, the proposition advanced in this paper, 
though highly probable, is to be regarded as tentative* The evidence 
that supports our suggestion shrongly is the panel at Kumbharia, 
and Pis. 13b and ISa from Khajuraho, but it is not conclusive. 

The figures of a male and female seated in lolitdsana on a com¬ 
mon seat, with haloes behind, obviously indicating that they are 
objects of worship (gods or Siddhas} in a sort of heavenly 
vimdna, or in a shrine having a sikhara, in which is a Jina seated 
within a niche, but without the tree (met with in all the other 
sculptures discussed above), is preserved in the British Museum, 
London. Again, neither the male nor the female carries a child 
and the pair possibly hold lotuses in their right hands, while the 
female carries the citron in her left hand. The pedestal shows three 
dwarfs lifting the aimotia, and four standing males who seem to 
be musicians. On the pedestal is incised a label reading Anonta' 
vlryyo in early Nagari characters of c. iDth or llth century A.D. 
Ko yukshu is known as Anantavirya in Jaina literature. But 
Anantavirya is the name of the twenty-fourth future Jina according 
to the Dlgambaras^' and of the twenty-third according to the Sve- 
taifabaras.®® The pair may thus represent parents of the future Jina 
Anantavirya though it is just possible that Anantoviryyo merely 
signifies the name of the donor. 

On the opposite page is appended a table giving the names of the 
Parents of the Tirthankaras of this Avasarpim (in Bharatakshetra), 
according to the Svetambara and Digambara traditions. It will be 
seen that the two traditions are almost similar, 


20. ChandSp Indiiin ^cu!pcure Mmeum, Loadon^ 

pL ix, prp, ^-42, 

21. 'T. N. Romchandran, TlniparultC^nTani and itt p. 213- 
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A*o. Tirtha^kara 

1. ^lishabhanatha 

2. Ajitanatha 

3. Sambhavanitha 


4. Abhinandana 

5. Sumatmitha 


6. Padmaprabha 
7 ^ Sup^vanatha 


8. Chandraprabha 


9. Pushpadanta 

10. Sitalanaiha 

11. 6reyaiiisanatha 

12. Vasupujya 

13. Vimalanatha 

14. Anantanatha 


15. Dharmanalha 

16. SantinStha 

17. Kunthunatha 

18. Aranatba 

19. Mallinatha 

20. Kaminatha 

21. Neminatka 

22. ParSvanatha 

23. Mahavira 


TABLE I 
Parents o/ Jinoa. 
Father 
Nabhi 
JitaiatTu 
Jitiri 


Samvara 

Megha 

(Svetambara) 
Meghaprabha 
(Digaihbara) 
Dhaia or Dharatja 
(Digaihbara) 
Pratishlha or 
Supratishtba 
(Digaihbara) 
Mahasena 


Siigriva 

Dfidbaratha 

Vishnu 

Vasupujya 

Kritavarma 

Suiihasena 


Bhanu 

Visvasena 

Sura or Suryasena 
(Digambara) 
Sudai^na 

Kumbha 

Vijaya 

Samudravijaya 

Asvasena 

Siddhartha 


Mother 

Manidevt 

Vijaya 

Sena (Svetathbaia) 
Sushena 

(Digaihbara) 

Siddhartha 

Maiigala 


Susima 

Ppthvi 

Lakshmai^a or 
Lakshmidevi 
(Digambara) 

Hama 

Kandi 

Vishnu or Veoudevi 
(Digaihbara) 

Jay a or Vijaya 
(Digaihbara) 
Syama or Jayai- 
y ama (Digam bata) 
Suyaia or 
Sarvayasi 
(Digaihbara) 
Suvrata 
Achira or Aira 
(Digambara) 

Sri 

Devi or Mitra 
(Digaihbara) 
Prabhivati 
Vapra or Viprita 
(Digaihbara) 
Sivadevi 

V^a or VarmilS 
Triiala or Priya- 

(Digambara) 
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In order to identify the different pairs as parents of the diffe¬ 
rent Tlrlhaiy^ams, a table of chait|/a trees of these Jinas is append¬ 
ed below. It will be seen that the tree under which the pair sits 
is different in different sculptures^ and sometimes there is a tree 
Evith the Jina figure on top. 

TABLE II 

I Chaiti/a —Trees oj TirthaKfcaTfl5. 


No. 

Tirthartlcdra 

^uetdfttijard 

Digarhb^TQ. 

1. 

^sluibhanatha 

Nyagrodha 

Nyagrodha 

2. 

Ajttanatha 

Saptsparm 

Nyagrodha 

3. 

Sambhavanatha 

(Skorea 

Rob\ista) 

Nyagrodha 

4. 

Abbinan<}a]i& 

Piyaka or Priyafca 

Sarak 

5. 

Sumatmitha 

Priyangu (Ponicitm 
italteum) 

Sarala 

6. 

Padmaprabha 

Chaturabha {Ane- 
thttm Sava) 

Priyangu 

7. 

Supai^vanatha 

(Acacia 

Sirisha) 

Priyangu 

8. 

Chandraprabha 

Niga 

Priyangn 

9. 

Pushpadanta 

(Suvidhinatha) 

Mali 

Aksha 

10. 

Sitalanatha 

Pilankhu (Plaksha) 

DhuH 

11, 

Sreyiiiisaiiltha 

Tinduga 

Pakia 

12. 

Visupujya 

Patala {Btpnonia 
Snaveoleris) 

Tenduva 

13, 

Vimalanitha 

Jambu (Eupenia 
Jamtulana) 

Petala-Jambtl 

14. 

AnantanStha 

Asvattha 

Patala-Jambii 

15. 

Dhanuanatha 

Dadhiparea 

Patak-JambQ 

16. 

^ntinatha 

Nandi (Cedrela- 
Toona) 

Patala-Jambu 

ir, 

Kunthunatha 

Tikka 

Patala-Jambu 

18. 

Aranatha 

Am re 

Pitala-Jambu 

19, 

Mallinatha 

Aioka 

Pa^la^ambfi 

20. 

Munisuvrata 

Champaka (Miche- 
lia Chempakd 

Pitak-Jambu 

21. 

Naminatha 

Bakuk (Mimiiseps 
Eie^sri) 

Pa^la-Jamhfi 

22. 

NeminStha 

Vetasa 

Meshairinga 

23. 

Par§vanatha 

Dhataki (Griska 
TomeTitosa) 

Dhava 

24. 

Mahavira 


Dhava 


PAINTINGS FROM AN ILLUSTRATED VERSION OF THE 
RAMAYANA PAINTED AT UDAIPUR IN A.D. 1649 

^tOTI Ckakdra 


The former princely state of Udaipur in Rajasthan, popularly 
known as Mewar and called Medapatn in ancient inscriptions, 
occupied an area of 12,691 square miles. To the north of the pre¬ 
sent commissionary of Udaipur lie Ajmer-Merwara and Shalipura, 
to the west Jodhpur and Sirohi, to the south Dungarpur, Banswada 
and Partapagarh and to the east Nimach, Bundi and Kota. The 
area is distinguished for its beautiful landscape, handicrafts, pictures¬ 
que costumes and the festive spirit of the people which finds expres¬ 
sion in colourful festivals and processions. The picturesque 
ceremonials of the court and palace life with its dancing and music, 
darbars, and hunting, though medieval in concept, reflected the 
refinement of Rajput culture that is also emphasised in the tradi¬ 
tional art and literature of Mewar. 

The city of Udaipur, situated on the eastern bank of the Pich- 
hola lake, is noted for its beautiful places. The construction of 
Jagmandir was started by Karan Singh and completed by Jagat 
Singh. It is said that the Golmahal part of Jagmandir was buUt for 
Prince Khurram when he stayed at Udaipur as commander of the 
Mughal forces. Besides the palaces and forts of the Mughal period, 
Mewar is studded with the ruins of medieval monuments, notably 
the group of temples at Ahar and Eklingaji, as well as the remains 
of Jaina and Vaishajava temples at Nagda. The monuments at the 
old village of Chawand built by Ra^ Pratap, the famous Jaina 
temple at Kesariyaji, the great fort of Chittorgarh for whose defence 
the Rajput fought many a valiant battle and which contains the 
famous Kirtistambha built by Kumbha, and the temples at Jabaj- 
pur, Bijolian, Menal and Badoli reflect the architectural glory of 
Mewar. 

The ancient rulers of Mewar always fought the Muslim in¬ 
vader with determination and the names of Hammira, Kheta and 
Mokal of the 14th and 15th centuries are well known in this con¬ 
nection. Kumbha (A.D. 1433-1468} in particular was one of 
the greatest rulers in the annals of Mc^var. A scholar and 
musician, he himself composed several treatises on music while 
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works DD architecture were prepared under his patronage by 
Maod^na. Sanga's (A.D. 1509>-A,D. 1526} daughter-in-law, Mira, a 
great devotee of Krishna, poured out her heart in rapturous songs 
which remain a treasured possession of Hindi literature to this day. 
The struggle of Raua Pratip {A.D. 1572-A,D. 1587), son and successor 
of Udai Singh (A.D. 1537-A.D. 1572) who refused to yield to the 
Mughals is a stirring saga. He shifted his capital to Chawand, 
which has yielded one of the earliest dated set of paintings of 
Me war origin. In the time of Amar Singh {A,D. 1597-A-D, 1620) 
relations with the Mughal court became closer and Khurram stayed 
with Karan Singh, son of Amar Singh while in rebellion against 
his lather. 

Jagat Singh (A.D. 162&'A.D. 1652) who succeeded Karan Singh, 
received gifts and titles from Shah Jahan. Though at times he 
incurred the displeasure of the Emperor, his forces fought along 
with the Mughals in the Deccan, In A,D. 1673 when Shah Jahin 
came to visit the mausoleum of Khwaja Muin-ud-din Chisti at 
Ajmer, Jagat Singh sent his son Haj Singh to receive him, Jagat 
Singh was a great builder and from the illustrated Mss painted 
during his reign, it is apparent that it was at this time that the 
School of Me war which was in its formative stage in the beginning 
of the seventeenth century, achieved a distinct mode of expression. 

The development of architecture in the long and chequered 
history of Mewar is fairly consistent, but unfortunately there is 
little material left which could throw light on the painting of 
Mewar prior to A.D. 1260. In this year was produced the illustrat¬ 
ed palm-leaf Ms of the 5atJapa-Padifcfccmatio-Sutta-Chui|int^ paint¬ 
ed in the reign of Tejahsiihha, who had as his High Minister, one 
Samuddhara, and written by Kamalachandra. Hie Ms is un¬ 
fortunately Incomplete, but the six illustrations which have sur¬ 
vived show that the pictorial art of Mewar in the thirteenth century 
was chiefly of iconographic interest and it shares with the West¬ 
ern Indian School, linear draughtsmanship, protrusion of the 
further eye, absence of modelling and other features.^ 

The next document of Mewar origin is an illustrated Ms of 
the Supdsandhachoriyam® in the coUeotion of the Hemachandra- 

1. Sw, A- IC, COfJnwraswomy iUu^tr^t^ Sv^tAjnbara Jainn Manuscript of 
A D. Eastm An (1931), p. 237 p!s. CXXXTV St CXXXV. 

2. Cf. illuftratians to Kalpfuutra dated AJ3. 1278 In the Jain Bhandar at Patan, 

reprtdtaced in Mod Chindra, Jain Pdintin^,i fmn Wejterri India, fim, 

^ 49, p. 30. 

3. Muni Punjravijayat ''Supas^aiiha^ariyam nl hastalikhita pothi ma ni ran^ln 

chitTQ,^ ^-mdmka Gnmliifl, pp. 176fL, pis. I-VL 

Bombay, 1956. 
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chary a Jfiatia Mandira, Patan. It has thirty-seven illustrations some 
of which occupy full folios. The colophon gives the date as 
V. S, 1479-1480 (A.D. 1422-1423) and mentions that it was 
made in Medaplta at DevakulavStaka, the modem Delwada, a great 
Jaina centre situated five miles from Ekalirtgaji, during the reign 
of Mokala. The miniatures are in the style of the Western Indian 
School but are distinguished by careful drawing and brilliant colours. 
The further eye protrudes into space, hut the distortion of the body 
is less apparent and undue use of gold has been avoided. These 
illustrations provide a clear proof of the prevalence of the 
Western Indian style in South Rajasthan during the fifteenth 
century. In this connection attention may also be drawn to a Kclpa- 
jutra Ms painted at Mandu in A,D. 1439 and another Ms painted at 
Jaunpur, U.P. in A.D. 1465 (Narsingbji ni polna Jnana Bhan^ra, 
Baroda) where we he^o to see a new point of view in the treatment 
of human figures. The treatment of women is distinctly reminiscent 
of the representation of women in early Mughal painting, and the 
human figure is singularly devoid of the contortion of the body, a 
characteristic Western Indian feature. What part this new develop¬ 
ment played in the 15 th-16 th century paintings of Me war is not 
known, but in the seventeenth century Mewar paintings there are 
clear traces of the survival of the new conventions emerging from 
the aforesaid Mss particularly in figure drawing. By the middle of 
the seventeenth century these conventions had evolved into a distinct 
Rajput ethnic type. 

In the absence of documents, it is difficult to say the direction 
being taken by the school of Mewar in the sixteenth century, 
though it can be surmised that the work done resembled the West¬ 
ern Indian style. As a matter of fact, till quite recently material 
of the seventeenth century of the Mewar School was so scarce that 
Coomaraswamy writing in 1926^ observes that the pictures produced 
at Nathadwara, a Vaishpava centre of the Vallabhacharya sect, 
and distributed all over the country by pilgrims, represented the 
School of Mewar. With the discovery of dated material, the 
theory of Nathadwara as a great art centre is no longer tenable 
and Udaipur gains the place of prominence it so richly deserves. 

In the early days of Indian art history when the material was 
scarce, the dates, provenances and styles of different schools 
of Rajasthani paintings were unknown. It was natural to com¬ 
mit mistakes, but from the material now available it is clear 
that both Marwar and Mewar evolved their own individual styles. 
When exactly the Rajasthani School with Its own particular 

4 Cfftnleipu* of Jmlifln CoWirtion* in the Musevm of Fiiw Rojton, 1S2S, Vol. 

' V. p. 4. 




36 


PRINCE OF WALES MtfSEma BUU^ElTN 


mode of expression c&me into being, it is difficult to say. 
But by the closing years of the sixteenth century both Marwar 
and Mewar, giving up the old styles of artistic expression, were 
trying to develop new formulaa in the context of the art produced 
by the court painters of the Mughal s. This view is not universally 
accepted and Dr^ H. Goetz^ is of the opinion that as Mewar was 
utterly devastated by wars between A.D, 1587 and A.D, 1614, no 
artistic tradition could develop there; for art always grows in peace¬ 
ful times with secure patronage. He admits that art Nourished in 
Mewar between A.D. 1620 and A.D. 1678, but in his opinion it was 
not an original art, and at best a borrowing from the neighbour¬ 
ing states^ perhaps Amber. He further argues that the illustrated 
Ms of the Bh^gavatu of Udaipur origin published by Khandalawala, 
is in the broader context no more than a 'late branch of the 
Marwar School introduced ready made, after the end of the wars 
with Akbar and Jahangir.' 

Dr. Goetz's surmise^ however, could only be correct if examples 
of the Marwar School with the same stylistic features as those of 
the Mewar School, but dating earlier than the known examples 
of Mewar School, were available. This has not been doi^e and 
failing this it cannot be denied that till the advent of the Mughal 
School both Mewar and Marwar probably enjoyed the common 
style of the Western Indian sebooL The first imps^ct of the new 
school brought about changes in the Western Indian style and 
some states in Rajasthan began developing their own modes of 
expression by the clo6ing years of the sixteenth century. It is 
difficult to ascertain wbat common features the schools of Marwar 
and Mewar developed in their formative period in the absence of 
documentSp but there is every reason to believe that Inspite of ad¬ 
verse political circumstances Mewar had developed a distinctive 
school of its own in the beginning of the seventeenth century. A 
set of nineteen RaginI paintings in the collection of Sri Gopi 
Krishna Kanoria of Calcutta was painted in A.D. 1605 at Chauda, 
(Chawand) where R^i Pratap, pressed by the enemy, had shifted 
his capital The paintings are square in format; the ends of the 
garments are triangular; the clouds on the horizon aJre represented 
by a fringe-like pattern; the flesh colour is rose; the fl^owering trees 
have delicate branches; enamebUke colours have been used and the 
angularity of drawing shows the vestige of Western Indian School.^ 
W* G. Archer sees in Nisaradi (Nasiruddln) an artist trained in the 
Jaunpur traditionp an opinion which he has recently changed.^ 
There is no doubt of a distinct family resembiance between the 

5. See, Marp V, p. 20 ff, 

G. See^ Kalanidhi I fNo. pp. 0T-6&. 

T. W. G, Archerp fudinm Fpintin^i from Lmidoii, 1957, p. 27. 
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Chawand paintings and the ChauTopanchdiikja set (N, C. Mehta 
Collection, Bcmhay), the Gita^ovinda set (Prince oi Wales Museum, 
Bombay) and a recently discovered Bhagavatc. set (Bharat Kala 
B ha wan, Banaras) and the MahcpuraM illustrations dated A.D. 1540 
and painted at Palam, near Delhi, so that it is quite possible that they 
belong to a distinct style flourishing in U.P., though a wider pro¬ 
venance could no't be ruled out. It must also be borne in mind 
that itinerant artists, moving from place to place in search of 
work, in the flfteentb and sixteenth centuries, as mentioned in 
literature, are fairly common. They must have played an impor¬ 
tant part in the diffusion of local styles and, therefore, the reflec¬ 
tion of the so-called UP. style in the work of Nisaradi need not 
cause wonder. 

What progress the School of Mewar made between A.D. 1605 
and 1600 is not very clear. The painting representing Amar Singh 
meeting Jahangir,^ said to be the work of Bishandas, a famous 
Mughal artist, is probably copied from the original. The portrait 
of Amar Singh I dated by Basil Gray to A.D. IBIO,® though in 
Mewar style, is really datable to the eighteenth century A.D. 
There are, however, paintings which give glimpses of the progress 
of the Mewar school between A,D. 1605 and A.D. 1650. A set of 
eighty Bamdr/atm paintings, mostly in the collection of Sri Gopi 
Krishna Kanoria and the Bharat Kala Bhawan, Banaras, 
are in a style very near to the Mewar School. Their early dating 
could be supported on certain elements such as the treatment of 
the turban, the style of architecture and monochrome background 
which are direct survivals from the Western Indian traditions of 
the sixteenth century A.D. Also the Resikapriya illustrations 
dated A.D. 1634 in the National Museum have stylistic affinities to 
the Ratndyaiya series which could be dated to c. A.D. 1625. The com¬ 
mon features which the Remayatifl series share with the Chawand set 
of A.D, 1605 are the use of light rose flesh colour (which is also used in 
the background) and a comparatively rare use of yellow flesh colour 
a vestige of the Western Indian tradition—crenellated domes, 
brilliant enamel-like colours and conventional trees’®. 

The beginnings of the Mewar School, however, verge on the 
folk idiom in which aU the expedients of careful draughtsmanship 
and perspective are held subservient to direct and forthright expres¬ 
sion, However, with the passage of time the art of Mewar becomes 
more elaborate and aristocractic under the influence of the Mughal 
school which had become widely -diffused by the middle of the 


S. St«U«7 Clarke, ftulian DraiBings, LAtuloD, 1922, pL 19. 
9. Art 4 / Zndiit aiul Pakiftan, London, 1919. 9 I, 87, 

10, Kalaiudki I (No, 4), pp. 88-70. pL 111, fi^s. 1. 2. 



PRINCE OF WALES MUSEUM BULLETIN 


S8 


seventeenth century A.D. In the period Jagut Singb (A.D. 1628- 
1682} the earlier style ciystallised into a full fledged school, 
adapting and assimilating the older traits while fully alive to the pos¬ 
sibilities of new modes of expression. Consequently the composition 
becomes richer, the technique refined, and the themes though ancient 
become a mirror of contemporary social conditions. 


There is ample material to study the new developments In paint¬ 
ings in the period of Jagat Singh. Hefiecting the spirit of VaishjEiava 
renaissance there are several illustrated Mss of the Bhdgavata name¬ 
ly — ^the Udaipur Bhagavata dated A.D. 1648''' painted by Sahabdi, 
a Bhagcrata Ms in the collection of the Maharaja of Jodhpur, a third 
in the Kota Library, a fourth in the collection of Gopi Krishna Kano- 
ria and a fifth represented by a large number of stray illustrated 
leaves dispersed in private and public collections. The Katndi/aTUi 
was also not neglected by the painters and an illustrated Bdlak^^da 
of the Ramayan<i now mainly in the collection of the Prince of Wales 
Museum of Western India, the Baroda Museum and Sir Cowasji 
Jehangir dated A.D. 1649 is known. Apparently more than one 
illustrated katida of the Rdrndya^ existed. A copy, probably of the 
Arant/aka|t{Ia, of the Jldmai/atifl dated A.D. 1651 and written by 
Hirlnanda, (the same as the copyist of the Prince of Wales fiaim- 
yaiia} and done at Chittor is in the Saraswati Bhawan Library, Udai¬ 
pur'^. The .Subaru Kshetra Mahatm;;a (Vordhapurana) was again 
copied by Hiranand, in A.D. 1655 and illustrated by SfUiabdi, the 
painter of the Poona Bhagavata. It contains besides the usual Paura- 
nic subjects some interesting scenes on social customs and manners 
as well as the occupation of the people’^. The RdgaTudld was also a 
favourite subject, the *Gem Palace’ set in the National Museum be¬ 
ing imbued with all the characteristics of the Mewar School of 
Jagat Singh’s time. The Ndyaka-Ndyikd Bheda was popular with 
Rajasthani as well as Pahari painters and a series of paintings illus¬ 
trating the Sanskrit text of Bhanudatta’s RasuTnanjari of Mewar 
origin, now in the collections of Gopi Krishna Kanoria and the 
National Museum’-* is datable between A.D. 1630 to 1640. The 
set is distinguished for its Jahangir period costume and luxuriant 
landscape which ^nthesises Mughal and Rajasthani conventions. The 
Gfta-Gorindu illustrated in Gujarat and Rajasthan in the seventeenth 
century forms the subject matter of some interesting folios in the 
collection of Kumar Sangram Singh and the Prince of Wales 
Museum*'^. The Hasikapni/a of Kesavadas dealing with the types 


11. Karl J. Kh«rula1avala, “Leaves from ^a$thaii“ Morn rV (No. 3), pp. 2-24; 49-^ 

12. Pnteedings of die Jtutian History CSiffre 39 , lflS4, p. 27S. 

14, Moti Chandra^ Mfftcar PainHntg, 1^7;, pL I; Ardier* Jiuitan Paintings from Jlajofl- 

tnATl-j. pi- ft p-i iSB 

15, IkfbU Cbandra, Fainting^ pL ^ 
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of heroes and heroines, their first meeting, sepaiAtion, union, etc., was 
a favourite with Bajasthani painters. The Roaifcflpnya set in the 
Bikaner Darbar Collection, incorrectly stated to be liated A.D. 1577 
has been established to be a Mewar Ms of the nud seveEiteeiitb cen¬ 
tury. The Sur-Sdgor, a work of great poetic beauty, was also illus¬ 
trated'' 

The JWmayo?ja of Vahniki eulogizing the great achievement of 
Rama is an ancient work of the pre-Christian era. What part it play¬ 
ed in moulding the national character in the earlier period is not 
known but in the Gupta period, however, the Rarndyatio is thought 
of as a national epic, and becomes a source of inspiration popular 
with poets and artists. Terracottas of the Gupta period depicting 
Aamdya^ themes have been found from Saheth Maheth.’^ The 
Daiavat^a temple at Deogarh has fine panels on the basement re¬ 
presenting scenes from the HaTnaycn^J, an almost unique instance in 
India of a kind of arrangement common in Java. Scenes from the 
Rdmaya^ are represented at Badami, the Virupaksha temple at Pat- 
tadakal (c. 740 A.D.), the Kailasa temple at Ellura, the Hoysalesvara 
temple at Halebid and the Ramasvami temple built by Kpshpadeva 
Raya (A.D. 1509-A.D. 1529) at ItUgi. 

From the documents available, it is not known whether scenes 
from the Ramdyaiia were painted in ancient or medieval times, but if 
the authority of Bhavabhuti. author of the Utfurarcmachcrita, is to be 
respected then scenes depicting the heroic deeds of Rama were paint¬ 
ed on walls. In the first act of his drama, R^a, after regaining his 
spouse Sita, is shown enjoying in her company scenes of his exploits 
painted on the walls of a garden pavilion. 

Illustrations of the Rdmayo^ be^n to be found from the Akhar 
period. With his partiality for Hindu religion and literature Akbar 
got the Ramdyana translated by Naqib Khan, Maulana Abdul Qadir 
of Badayun and Shaikh Sultan of Thancsar.’® Writing about the 
events in the month of Safar 992 A.H. (A.D. 1584-1595} Badaoni states 
that though he thought of the book as a mere figment of the imagina¬ 
tion he had to how down to royal command and undertake the trans¬ 
lation''®. When actually the Persian translation of the Ramoyatia 
was illustrated is not recorded but the period is likely to be about 
A.D. 1590. 


16. Archer, Indtim Fointings from Haiulhan, pp. SS-30. 

17. Arch®offlgical Stirvev of Indis, Aitmuut 1367-1606. 

18. H. Blochmaiin (trsaslatof), Am-t-Alclwri of Abul Foil, Vo!. 1, Calcutta, 1S73(, 
p. 105 ff- 

13. W. H, Lowe (txansUtcr) MvntaJdiab-ut-Tawanfch, VoL Q. Calcutta, 1834, pp. 
346-47. 
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Colonel H. B. Hanna claimed to possess Akbar's copy of the 
translation of the Rfirndyotia with one hundred and twenty-nine full 
page illustrations signed by royal artists, but no serious study has 
been devoted to I understand from Dr, Ettinghausen that the 

bcxik is now in the Freer Gallery of Art in Washington. It is sup¬ 
posed to be dated A.D. 1582^\ but this hardly seems to be possible 
as the Rdmayana was translated into Persian only in A.D. 15&4 h A 
second copy of the Akbar period, very little known^ is in the 
Pothlkhana of H. H. the Maharaja of Jaipur. Some hne examples 
of ildmdyatta paintings of the Akbar period recently acquired by the 
National Museum, the Prince of Wales Museum and the Bharat Kala 
Bhawan show that by the end of the ISth century several illustrated 
copies of the fldnidi/cmG were priepared, though it must be admitted 
that this work did not ever become as popular as the Mahabharata 
with Mughal painters. 

It was apparently in the seventeenth century that Rajasthani 
artists* taking their cue from the Mughal painters, chose the Rdmd* 

as a stib;}ect for illustration. Gopi Krishna Kanoria has in his 
collection Adtnayana paintings which have been dated by Archer to 
circa A.D. 1630 and probably come from Mewar.^^ 


Though Rajasthani painters drew their inspiration for Elustrat" 
ing the Rdmdj/a^a from their Mughal counterparts^ they evolved 
their own tradition in the matter of format, composition and land¬ 
scape- The earlier Rajasthani paintings follow tlie 

older tradition of book illustration and are painted on leaves of 
horizontal format rather than on the vertical picture plane of the 
Mughal artistSr The Rajasthani and Malwa RcTndyaii^a paintings, 
at least in their early phase, show a simplification of narration in 
which the dramatic action of the Akbar school is eschewed to a cer-^ 
tain extent. Warm colour tones* rather indifferent if vigorous 
draughtsmansbipp sparce architecture and landscape, lack of perspec¬ 
tive and free figure drawing distinguish them from Mughal paint¬ 
ings of the same subject. 


Several Rumdya^ paintings of dated A.D. 1640 are 

mainly in the possession of Prince of Wales Museum of Western 
India and in the Sir Cowasji Jehangir collection. They measure 
X 9^^ on the average* the obverse bearing the text and reverse 
illustrating the incidents described on the obverse. The colophon 
bears the following inscription:— 


20. Ambki. CJiWer BoLity pf Mian Minialtura VoL I 

51. ^'incent Smith '^CoL IL B, Haiuia’f Cc^U^tion of Indo-Peraan Fictvrds and 
Manuscripts". Mian Anriquuiry, XXDC a&lO). p. IBS. 

22. Arehflr^ Mian Paintings from Rajasthan^ pL VU pp^ 20-21. 
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SamDat 1706 maTgaMrsho.tnis^ JcT^hnapafcshe tretifodcii- 

yam lithaw puruvasare Medapdtadeie 5»t Udaipuranagare nrnharajd- 
dkiraja TTwharcna-^rt-^ri ^agatasyanghajf cijoyarajye ckitairo M<tno- 
hwa achdrya Sti Josauantaji iiJchdyn mahdtTna Hlrdjyinda pu^talca 
Hfchate. 

‘In the year 1706, on the thirteenth of the black half of Mirga- 
^rsha, Thursday, in the city of Udaipur situated in Mewar, in the 
victorious reign of His Highness MahariM Jagat Singh, the painter 
Manohar (illustrated the Ms). The book was written by Mahatma 
Hir^anda at the command of the teacher Jasvantji'^^. 

The human figure is treated uniformly and is usually shown in 
profile. The men are of middling height with a large prominent nose, 
padol^^shaped'eyes, thin moustaches, side whiskers, broad chest and 
narrow waist. The hands are expressive, and the various gestures 
are quite meaningful. The men depicted belong to different si rata 
of society; the Eiajas and certain dignitaries being distinguished by 
gold coionets. Gods and other heavenly beings are treated in the 
same manner as human beings, though the apsarases, Imitating the 
Mughal manner, are shown with wings. The flesh colour is generally 
either pink or brown, but the gods are sometimes painted in w'hite 
and blue according to the conventional method of representation. 
The rishis are usually bearded and their hair is tied in a top knot. 

The female figures also belong to a type and are endowed with 
the same physical characteristics as the men. They are either dark 
or fair with ovaloid faces, fat chins, padohshaped eyes with the comer 
slightly elongated suggesting the collyrium line, red lips, small firm 
breasts, and narrow waist. 

In the treatment of landscape a definite advance over eaiUer 
painting is noticeable. The setting is hilly, and usually associated 
with an outcrop of rocks on undulating mounds. The trees are 
treated decoratively and flowering shrubs add to their beauty. The 
ground is first painted green, blue or red over which are drawn clus^ 
ters of green leaves. When the ground is red, the leaves are usually 
painted in deeper shades of green. The grey or pink tree trunks 
are generally straight. The cypress tree, apparently borrowed from 
Mughal painting, appears frequently. The influence of the Jahangir 
period of Mughal painting is obvious when the ground is of indigo 
colour. The flowering creepers, shrubs and trees either follow the 


23. The illustrated Bdtulcf^^ mentiHied above was first noticed by Dr. H. Goete, 
who acquired two leevcs for the Beroda Museum and published the colophvn. 
See, "Notes on Indian Miamturee Paintings" Bulletin of the Baroda ATtiseum VIl 
(ists-so), pp. sa-sc. 
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Mughal patterns or are conventionalised after the old Bajasthani 
patterns. « 

The craggy mountain is sometimes painted white with t&e rocks 
outlined in sepia and covered with tufts of grass. In keeping with 
the Mughal tradition the hills are sometimes painted pink and the 
rocks are outlined in sepia and also covered with tufts of grass. 
Mountain scenery is also painted in fairly large areas of purple, 
pink, brown, green, etc., with the rocky edges accentuated by sepia. 

Water is treated either in a basket pattern or by means of a zig¬ 
zag line on a grey surface. It is often associated with aquatic birds, 
lotuses, and other watery plants. 

Horses and elephants are the animals commonly represented, 
the former being of Persian type with narrow curved necks, well 
formed joints and delicate legs. They are coloured blue, black, cho¬ 
colate or white. Elephants are represented in a realistic manner. 
The camel appears only once and is treated conventionally. The 
cows are somewhat stiff, being white or dappled in colour, and ante¬ 
lopes, does and rams preserve this doll-like appearance, a survival 
of Western Indian painting, though a conscious effort at realism is 
also traceable. 

Peacocks, partridges, ducks and certain acquatic birds are often 
found and here also we find the artist striving for realistic effects. 
Fish are also represented in a more or less naturalistic fashion, 
though it is difhcult to recognise their species. 

The sky is usually depicted at the top as a strip of plain blue, 
and the sun, moon and stars are also to be found. In only a few 
instances is the sky covered with stormy clouds. The black patch 
edging the sky may be suggestive of eventide or night. At times 
the sky is delimited by a white wavy line probably indicating the 
horizon. 

The action takes place on the same plane and perspective is still 
in a rudimentary stage. However, certain devices such as large 
patches of undulating mounds or hills are introduced to distinguish 
the planes. A frequent method of doing this is by means of large 
patches of different colours that serve as backgroimds on which 
different phases of a simple episode take place. In an arrangement 
like this the different colour patches are meant to suggest different 
planes of action. In pictures in which more than one incident is 
depicted the entire surface is divided into compartments, each com¬ 
partment dealing with different incidents of the narrative. We also 
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come across an arrangement in which the entire surface of a paint¬ 
ing is divided into registers, each illustrating a portion of the story. 

The composition is of varied nature. In some paintings the 
groupings are simple and the relationship between the difierent 
groups is not difficult to understand. But in the elaborate scenes 
depicting more than one episode, the composition becomes complex 
so that it often becomes difficult to understand the painting without 
the help of the text. In the marriage and processional scenes the 
composition is always crowded, though there is a conscious 
effort to balance the composition by introducing a cohesive element 
between different groups and by the use of certain architectural and 
decorative features. Again it was not the concern of the artist to 
establish a relationship between different groups by scientific me¬ 
thods; rather his point of view was to tell the story as best as he 
could and leave the rest to the imagination and understanding of 
the onlooker. In the absence of naturalistic perspective there was 
no question of very complex groupings, but architeciural decoration, 
landscape and the use of colour patches all combined to bring about 
a certain unity and sometimes even elaborateness of effect. 

Colours have been used in their pristine glory and their enamel 
like effect at once catches the eye. Different shades of red, yellow, 
ochre and pcor*, indigo, ultramarine, green, purple, brown, choco¬ 
late, black and white have been also used by mixing. The painter 
was not satisfied only by balancing colours but he used with brilliant 
effect large colour patches that are often contradictory but 
imbued with a certain cohesion so that they stand together 
successfully. In only a small number of paintings has a mono¬ 
chrome background been used, for usually more than one colour 
patch has been used to complete the mosaic of the background. Ap¬ 
parently the Mewar painters seem to have drawn some inspiration 
from tfce contemporary dyed and printed textiles in which the skil¬ 
ful combination of coloui s played such an important part. 

The architectural details represented in the paintings are 
simple. The columns are of the simple Jahangm order and the pavi¬ 
lions with fiat, conical and scalloped domes as well as the turrets 
are usually painted. The eaves and parapet walls are also painted 
though sometimes adorned with decorative features. In one paint¬ 
ing a doorway with balcony is shown, while in some others, the royal 
courtyard with doorway and surrounding palace balconies are all 
represented. In keeping with the spirit of Mughal art the axclutec- 
tural drawings have been executed more or less carefully. It is noti¬ 
ceable that the effect of the architecture is enhanced by a judicious 
use of colours. 
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The male and female costumes are of uniform pattern. The men 
usuaUy wear turbans, iamcfis reaching below the knees, trousers and 
pflffcas in which is tucked a dagger, a sword and a pouch. The turban 
is of the Shah Jah^ period, receding at the back and tied with a 
pecht or an end of the turban. The are either plain or deco¬ 

rated with geometrical patterns, reminiscent of similar patterns in 
the Akbar-Jahangir period. It is apparent that at least in Mewar, 
pflfkds with the floral decoration of the Shah Jahan period had not 
come into vogue by the middle of the seventeenth century. The 
jamahs have rants or fasteners on the left side. The pointed chekdar 
jdrrtah is rarely seen, and this probably indicates that it was going 
out of fashion by the middle of the seventeenth century. Men of 
position are shown wearing golden mukutas which was certainly not 
the ease in 17th century Mewar. 

Besides the regular court costumes dhotis and dupotjas are worn 
by the the Brahmans and the rishls. Soldiers in battle- 

held wear half coats and trousers, though full jamahs are not 
altogether ruled out. They also wear full-boots after the Mughal 
fashion If shown on horseback. 

The women wear quarter-sleeved choU, skirt, and transparent 
odhni, one end of which is pleated and tucked to the skirt. The 
dress is either made of plain red, blue, white or green material and 
is striped or flowered. The choif is short, only covering the breasts. 
The ornaments consist of sismang, nose-ring, necklaces, torques, 
bangles, armlets, anklets, etc. Profuse use of pompons has been 
made as a decoration to the ornaments. 

Mewar had certainly developed a style characterised by glow¬ 
ing, passionate colour, deft rhythm and great virility during the 
period of Jagat Singh.These features as observed in the 
RamS-yana paintings, marked the culmination of a style which was 
already showing these tendencies in the early seventeenth century. 
The brilliant colours have now gained in intensity and reflnement 
and glow with a passionate fervour that more than compensates for 
the lack of careful draughtsmanship. Here too the figures are clear¬ 
ly and boldly defined and their movements are presented with great 
clarity. Emphasis on narration being the view point of the artist, 
subsidiary details of architecture, perspective and decoration are 
reduced to the minimum. The artist was not a purist and he did 
not mind borrowing freely from the Mughal school, though he was 
careful enough to ensure that the borrowing was so assimilated that 
it became a part and parcel of his hereditary technique. 


Zi. from p. 
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Rajasthani painting is often designated ‘popular’ as opposed to 
Mughal art which is termed ‘aristocratic’ and this may be so if the 
word 'popular’ connotes sympathetic understanding of the themes 
of Rajasthani painting by the people. But in a set like the Rdmut/atui 
this distinction looses its significance for the pictures are popular 
in appeal as well as aristocratic in treatment. Leaving aside the 
purely Pauranic episodes which form the subject-matter of many 
paintings, the story of Rama’s childhood, his wanderings. Dasaratha’s 
court, marriage processions, wedding scenes etc. gave the painter 
ample opportunity to reflect the grandeur of the Rajasthani court 
of the mid-seventeenth century. From this point of view the 
paintings yield interesting information on the social life of the 
people to which contemporary literature is apathetic. The paint¬ 
ings of the RdmayoTM set—and this equally holds true for Rajas¬ 
thani painting with other themes—reflect a joie de oiure which 
though appearing incongruous in the context of the troubled days, 
shows the sturdy character of the people among whom the painters 
worked. The art of seventeenth century Me war does not echo the 
clash of swords, but a peaceful life of love and plenty for which the 
Rajput heroes fought but never achieved. This yearning for a life 
that did not exist is also the keynote of Rajasthani and Braj 
Bhasha literature, and though this escapist mentality may be con¬ 
demned, medieval idealism served a definite purpose; for even if 
the Indians of those times never saw the fulfilment of their vision, 
it at least made their life worth living. 

Twenty folios from this RSmayana, including the colophon 
(No. 54.1), are in the Prince of Wales Museum of Western India, 
Bombay, two in the Museum &t Picture GaUery, Baroda, and over 
forty in the collection of Sir Cowasji Jahangir, Bombay. A few 
stray folios are also in the possession of private collectors. The 
paintings in the Museum are described below:— 

Folio 6. Dosoratho idth courtiers and musicians* The scene 
is laid in an audience hall. On the left, Dasaratha, seated 
on a throne, is eating betel-leaf. He is surrounded by 
courtiers and attendants, some seated and some standing. 
On the right, are two rows of courtiers seated on the floor. 
In the foreground are three attendants and musicians; red 
and green background. 

Fol. 12. j^ishj^asrtnga being allured hy courtesans. The scene is 
laid in a hermitage amidst trees. On the left is the 
conversing with Gllava. On the right, he is looking to¬ 
wards the courtesans from behind the trees. Lotus pond 
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in the foregreund, yellow ground and red background; 
blue sky at the top. 

Fol. 14. .^T^hyosriiiffo's marriage. The scene is laid out in two 
In the left panel, at the extreme comer, is a 
pavilion in the top storey of which are two wotnen eating 
pan and in the lower storey are two standing women 
Outside is a marriage Tnop-^opa in which is the risJit hold¬ 
ing the hand of Santa, A little below are Brahmans 
offering oblations to the sacrificial fire. In the panel 
to the right, is Da^ratha conversing with l^shyairlnga. 
Both are seated on thrones; attendants in the foreground; 
background is in black and yeUow, and the foreground 
is green and grey. Blue sky with stars at the top. 

Fol. 18. Incident from the story of ^iihyairinga. The scene is 
divided into two panels. In the left panel, pishyasrihga 
accompanied by the four courtesans is proceeding to the 
right. Purplish grey background and green foreground 
covered vrith. doral sprays. Blue and red sky at the top 
below which are two birds, and short white lines depict¬ 
ing rmnf all, In the right panel, ^ishyasringa accompa¬ 
nied by four dancing girls, is conversing with Vibhapdaka 
who IS accompanied by three attendants; yellow fore¬ 
ground and green background. Blue and red sky with 
rainfall depicted by lines as in previous panel. 


Pol. 22. Making arrangements for the sacrifice. The scene is 
divided into an upper and a lower panel. In the upper 
panel are some attendants feverishly talking among them¬ 
selves. On the right, Daiaratha is conversing with his 
minister In the lower panel are royal personages talking 
among themselves and empty thrones with attendants. 
Diuej. bmCK and red background. 

Pol. 24. Morass w. ,cono 1 , divided into two pnneU. 

In the left panel can be seen male citizens. Brahmans 
and women seated in three registers and partaking of food 
which IS served by an attendant. The background is 
gi^n, red and yellow. In the right panel is a kitchen 
where the cooks are engaged in preparing food. Atten¬ 
dants are carrying baskets and trays of food in order to 

S’anhTto; (K. 14? 


Pob 25. 


P^ormnnce o/ Asuamedha sacHfice. On the left, there 
are sacrificial animals, birds and a white horse which is 
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attended by five women. In the right top panel ia Dafe- 
ratha conversing with a priest, and in the l<wer pane are 
priests offering oblations to the sacred fire. Blue, yellow 
Lid red backgrounds blue starred sky with crescent moon 

at the top. 

Fol 31. Doioratha por/orn.i«B Ilie P»lr«htW »<•)*«■ On‘he loft 
Dainratha is seated under a canopy with an attendant, Md 
a large number of hermits performing the sacrifice, '^e 
Fire God has arisen from the fire and is offering a go en 
pot to the priest. On the right, in the foregwund. is 
Dasaratha receiving the pot and entering the " 

the top panel he is shown with his wives, with the pot 
lying between them. Black, red, brown and blue back- 
gTou^<iT blue sicy st the topr 

Dosnratho's return ujter the sacrifice^ On the left, at '^e 
palace gate are three rows of women receiving Da^ratba. 
On the right, Daiaratha on horseback. He b acconv 
panied by processionists on foot and on horseback. Green 
background; blue sky at the top. (For colour reproduc¬ 
tion see Moti Chandra, Mewur Puinttnp, 1957, PI. Hh 

penunce of RishyusinugB. The scene is laid inside a her 
mitage. On the left is Vibhal^daka bowing down to Belaka. 
On the right. ^Ushyairihga other hermits are engaged 
in penance. Vibhandaka is conversing with pishyairinga 
and after being satisfied is shown departing. Lotus pond 
in left comer foreground; blue sky at the top. 

Fol 39 Doinratha and Vi^vdmitra. The scene b laid under a 
°“ liinLd«ltete three paru. On the left sladd Retea 
and hb brothers accompanied by two attendant. 
centre is Daiaratha conversing with Vbvaroitra, while 
Rama and hb brothers sit on the carpeted floor. Behina 
them stand three attendants. The gods shower flowers 
and play music from the blue sky above. 

Fol 42 fWma, Lakshma^ and Vistiamitra in Komdiramo. The 
scene b laid on the bank of a river in which some herrmts 
are taking their bath, Rama, Lakshmmja and Visvamitra 
are crossing the river in a boat. In the upper part Ri^, 
Lakshmana and Visvimitra are proceeding to meet a rishj 
who is perfoming penance in a cave. Yellow foregroun 
covered with trees; blue sky at the top. 


Pol. 36, 
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FoL 47. Peaceful hermitage scene on the bank^ of the Ganga. 

The scene is laid on an undulating ground partly yellow 
and partly blue^ with numerous trees, animals and birds. 
In the upper part^ on the left^ are Rama and Lakshmaua 
accompanied by Visvamitra and other hermits proceeding 
to the left. In the centre Rama, Lakshmat:ia, Vlivamitra 
and the hermits are sleeping on a leaf mat. A little fur¬ 
ther are some hermits taking a bath in the river. In the 
lower part are two chariots carrying Lakshmaca 

and the hermits^ and in the grove to the right the two 
brothers are engaged in conversation with the holy man. 
Hills in the background, blue sky with the sun and moon 
at the top. 

Fol. 51. The scene is laid on undulating ground with 

numerous trees, birds and animals. On the left are three 
chariots mounted by hermits preceded by Rama and 
Lakshmana accompanied by In the foreground^ 

right corner, is a lotus pool and a little further up is a 
pavilion with a woman personifying the city of Vai^ll 
(PI 15)* 

Fol. 64. Siege of ATifhila. In the centre is a fort with Janaka and 
his attendants and warriors manning the turrets. Out¬ 
side are seen the enemy forces consisting of chariots, ele¬ 
phants^ footmen^ etc.^ shooting arrows. The defendants 
are shooting back vigorously. Yellow and red back¬ 
ground; blue sky at the top, 

FoL 66, The breaking of the boto. The scene is laid within the 
palace compound in which are tents. In the left uoper 
part , Ja n aka with his courtiers is conversing with Visva- 
mitra accompanied by Rama, while a few ladies look on. 
In the centre the hermits and the Brahmans are perform¬ 
ing the fire sacrifice. A little further to the right are 
shown a large number of kings, some of whom have faint¬ 
ed while attempting to raise the how. In the foreground, 
on the left, the bow is being dragged on a cart. In the 
centre Rama has broken the bow. A little further can be 
seen horsemen. The yellow foreground is covered with 
flowers and floral sprays; green background; blue sky at 
the top (PI. 16). 


Fol. 73, Reception of the marriage procession. The scene is laid 
within the palace compound. In the upper part the 
marriage procession is proceeding to the palace gate. On 
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the right, Janaka is receiving the sages, Rama and ^ 
brothers. In the lower panel the gift of a large number 
of cows b being received by Dasaratha and hb sons. Red, 
purple and blue background; trees in the foreground; blue 
sky at the top. 

Fol. 75. Warriage procession, On the left, Da^ratha on hor^ 
back is shown entering the gate. On the right is the 
marriage procession consisting of chariots, horseinen, ele¬ 
phants and attendants on foot. Grey, green and black 
background; blue sky at the top (Ph 17), 

Fol 76, Afeeting of ParoiuraTna and Rama, The scene is laid on 
undulating ground. The mounds, painted grey, purple 
yellow, and green are covered with trees and grass tt^. 
On the left are Rama and hb brothers on two chariots 
followed by horsemen and elephant riders. In the second 
Lrcident Rama and Daiaratha are shown receiving 
' Paraiurama, On the right is ParsiirSma armed with the 

axe and bow and arrows; the gods are standing behind 
him. In the right comer Parasurama is going away ap- 
parently satisfied. The Rrahmans and hermits are per¬ 
forming gajiui in the foreground. Grey and blue sky at 
the top (Colour Plate A). 

Fol, 78. Rama and kb brothers after their marriage. The Mcne 
is laid inside the palace. On the left m^y he seen Dasa- 
ratha, Vbvamitra, R^a and hb brothers together with 
their wives. On the right are their mothers and two 
attendants. On the left are two other male attendants. 
Trees in the background. Black and blue sky at the top; 
on the reverse is the colophon tor which see supra, p, 41. 
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Karl KHANnALAVALA 

In the Bulletin of the Prince of Wales Museum. No. 3, 1951-52, 
I dealt with a group of Bundi paintings which, on stylistic ground, I 
attributed to the period A.D. 1760-1770. After the publication of this 
article. 1 came across a dated example in a sinular style offered by a 
dealer to the Purchase Conunittee of the National Art Treasures 
Fund, but the somewhat inferior workmanship and squatter female 
figures indicated that it was later than the group in the Prince of 
Wales Museum collection. The date was mentioned in an inscription 
on the reverse as A.D. 1781. Utilising this date as a fixed point and 
having regard to the general similarity of style, one could at the most 
separate the dated miniature from the Museum group by atxtet two 
to three decades. Thus, the period suggested by me for the Museum 
group, on purely stylistic grounds, viz. A.D. 1760-1770, receives 
corroboration from a dated miniature. To put the matter of dating 
in a more general way, the Museum group belongs to the third quarter 
of the iBth century. This gives us a convenient margin of error of 
about twenty-five years. It is not advisable to insist on a lesser 
margin of error, though circa A.D. 1760 is perhaps the most likely 
date for the majority of the miniatures in the Museum group. 

In the said article I had remarked, "our knowledge of earlier 
work is still hazy though Raja Satrusal (1650-1658) is said to have 
had painters in his employ^’. 

Sometime after writing the said article, the Museum had the 
good fortune to acquire another group of Bundi paintings, and four 
miniatures therefrom afford justification for the belief that there 
was a school of painting in Bundi even during the 17th century. 
These four examples acquired by the Museum (Colour Plate B and 
Plates 18, 19 and 20) establish the existence of a virile school of 
miniature painting at Bundi towards the end of the 17th century. 
They are all stylistically related and one of them (Plate 18) bears the 
following inscription on the reverse;— 

Si 1746 flSfluj s« IS Mokan chatora tm puharai 

V.S, 1746 A.D. 1689 Asauj 12. Gift of Mohan, the painter. 
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Though this inscription does not mention Bundi there ^ 

no doubt that we are dealing with a Bundi Colour 

differences in the female facial type, Plate IB is related to Colour 

Plate B and Plates 19 to 21. 

In addition to the four miniatures acquired by the ^ 

am reproducing a fifth example from a 

the date V.S. 1139^.0. 1682. The inscription is reproduced below. 



1739 hy (through) paud'ia 

Though uelhetiuuUy it fe »<.wh« » tae at the Muaeum eita»- 
plea, it is apparent that it heiongs to the same group. 

Thus, «e have dated materia to the 
acquired Museum group belongs to^e gau 

by me referring to the fact that Raja Satrusal 11650-1658) had pain 
ters in his employ. 

■h a TTe ‘“ndt^ho"' "me ' o toT 

;re^nttZl"s; U the 

A D 1650-1660. I conceive the possibility of a still ^ JJ 

r o"gr- 

trol my ihat. 

heZveilra^W different matter Imm malting delinlte pronounee- 
without iSa-a tamug which 1 hape the 
S Critics will avoid. 1 utter this caution because of the re^nt 
tendency to make sweeping pronouncements based on worse n 

miserable f oundationSw 
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One observes the following characteristics in the early group 
of which Colour Plate B and Plates 18 to 21 are examples:— 

1. There is a certain richness and depth in the colouring which 
is not present in the later work. Though this is not easy to explain 
in words, the difference between the earlier and the later work is 
usually apparent to those who have seen a large number of Bundi 
miniatures. This difference is quite pronounced between our early 
group and mid 1 Bth century work but less so between our group and 
early IBth century work which also often has a rich and satisfying 
tonality. 

2. The faces and bodies of the females, usually, though not 
invariably, have a reddish flesh tone which can be seen in Colour 
Plate B. This particular reddish-brown tone is rarely seen in later 
work, in which the face and body are either pinkish, brownish, a 
genuine flesh tone, or a whitish tone. 

8. There is no shading of the face as a rule. Even when shad¬ 
ing does appear, as on the face of the seated lady in Plate 20 this 
shading is effected by the smooth application of a brownish tint and 
not by stippling a blackish tint on the cheeks. The stippling method 
of shading the face is a regular feature of mid-18th centiufy Bundi 
painting and gives a darkish appearance to the parts shaded. The 
tint used for shading being blackish, it creates the impression of 
down on the face. 

4. Female figures are usually found to be slim and tall though 
this need not be invariably so, as for instance in Archer, Indian 
Pomtinp, London, Batsford, 1957, PI, VII ascribed to c. A,D, 1680. 
But a more likely date for the miniature is the early IBth century. 

5. Sharp, perkily projecting noses are very common, but they 
are not unduly long. In fact, the facial type, in this early Bundi 
group, seems to have been derived from Mewar painting of the mid- 
17th century. This Mewar influence will be discussed later on, 

6. The throat is completely covered with several pearl neck¬ 
laces and collars one above the other, though this form of decoration 
may be seen even in later work. 

7. The treatment of trees and foliage assumes orderly though 
not very stiff and over stylised patterns. The treatment of fountains 
and water channels is formal and decorative in the manner seen in 
Colour Plate B and Plate 19, 

8. ^ The richness and depth of colouring is maintained consis¬ 
tently m all parts of the composition giving the miniature a some- 
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what sombre but rich tonality. No excessively bright or garish 
tones are allowed to intrude. 

9. The patchy variegated skies of the later period appear to 
be absent in most cases in the earlier group where the sky is a smooth 
expanse of blue. 

10. The constant use of check patterns in the phnghrfis is 
common in the later group, but does not appear in the earlier group. 

11. The black and silver border and the use of black and silver 
for furniture, musical instruments and other articles, so common 
in the later group, Is not seen in the early group. The borders of the 
early group are plain red, though, of courue, plain red borders arc 
also seen in the later group. 

There are stylistic indications that early Bundi painting of the 
type we are dealing with was influenced by the Mewar School of 
the second quarter of the 17th century. This influence is seen in 
facial types, particularly in the treatment of female facial types. 
It is also seen in trees, plants, and richness and depth of colour. This 
influence is to be expected, because we have reason to think that Uie 
most dominant of the Rajasthani schools in the first half of the 17th 
century was that of Mewar. It appears to have exercised an In¬ 
fluence, albeit in varying degrees, on the development of paint¬ 
ing all over Rajasthan. Of course, at the same time there was 
the ever-present influence of Mughal painting, which not only 
brought Rajasthani painting into being, but influenced all the Rajas¬ 
thani schools, without exception, at every stage of their develop¬ 
ment. We can see this Mughal influence very markedly in Plates 
18 to 21 and in particular, we note the transparent pishvaj, poijama 
and very long paikd worn by the two women in Plate 19, a costume 
extremely popular at the Mughal court and much in vogue during 
the Shah Jahan and Aurangzeb periods. 

But the early Bundi school is not a slavish imitation of the 
Mewar school nor of Mughal painting. It has an individuality of 
its own which usually enables us to distinguish it from other 17th 
century Rajasthani schools. There will always be border-line cases. 
One thing which is most essential to remember is that we cannot 
force all existing Rajasthani miniatures into air-tight compartments 
called ‘Mewar School’, ‘Bundi SchooT, etc. We must remember 
that these are only broad-based classifications and that there are 
thousands of Rajasthani paintings which do not quite conform to 
one school or another. We must take notice of mixed influences, 
local variations, individualistic tendencies of artists, movement of 
artists from one court to another and so forth, The recent tendency 
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of many European and Indian critics to label every imniaturep no 
matter how doubtful be its provenance, with cut and dry piecision^ 
can only lead to grave errors. 

There is another influence sometimes observable, not so much 
in our early group as in ISth century Bundi painting. This is the 
influence of Deccani painting of the second half of the ITth century. 
It is seen in foreground garden patterns such as those of Plate 19 
and in the architectural compositions seen in mid 19th century Bundi 
painting. The form usually taken is a tall building with ground 
floor and pillared storey occupying one side of the picture space, 1 
stated that the Deccani influence is not seen in the early Bundi 
group, hut I ought to draw attention to one pamting which may be 
early Bundi and m which there is Deccani influence. That is EAga 
Dipis in the Bharat Kala Bhavan, which may belong to the third 
quarter of the 17th century A.D, This miniature is reproduced in Art 
oi India end Fafcistcn, London, 1950, PI. 146, Pig. 507, and is ascribed 
by Basil Gray at p. 194 thereof, as Deccani, A.D. 1600, I do not find 
fault with Gray in ascribing it to the Deccan, though the date was 
never acceptable to me. The architectural treatment is Deccani. 
As it is quite a long time since I examined the original, I do not want 
to make a definite pronouncement beyond saying that it may be 
Bundi. Some Bundi miniatures in the possession of Kumar Sangraro 
Singh of Nawalgarh would lend support to that view. But there is 
also the possibility that the Rdga Dipak of the Bharat Kala Bhavan is 
Deccani and that similar pictures were taken to Bundi where they 
influenced Bundi painting. If I remember aright, the colouring of 
the Bhavan's Raga Dipak is not in the Bundi manner. But Deccani 
pamting does seem to have exercised some influence on Bundi pain¬ 
ters in the 18th century. This influence is not to be wondered at, 
having regard to the constant sojourn in the Deccan of several Bundi 
chiefs. 

Baja Satnisil (A.D. 165i>-165S) held a high command in the 
Deccan under Aurangzeb^ when the latter was a prince, and was pre¬ 
sent at the assaults on Daulatabad, Bidar and Gulbarga, He was 
killed in the battle of Dholpur in A.D. 1658, fighting on the side of 
the unfortunate Dara Shikoh, Satrusal enlarged the Bundi Palace, 
and the part attributed to him is called ChattarmahaL He is the 
Raja in relation to whom local tradition states that he had painters 
in his employ. He was succeeded by his son Rao Bhao who lived 
upto A.D. 1682 and who also served under Aurang^eb in the Deccan 
with headquarters at Aurangabad where he erected many public 
edifices. He was succeeded by a grand nephew, Aniruddh Singh, who 
also accompkanied Aurangzeb in the Deccan and was concerned in the 
taking of Bijapur. Thus all the Bundi rulers during the second half 
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FIVE BUNDI PAINTINGS OF THE LATE 17TH CENTURY A-D- 




of the 17th century, particularly Satrusal and Bao Bhao, spent a con¬ 
siderable portion of their time in the Deccan. Accordingly it would 
not be at all surprising if one or more Deccani painters were employ¬ 
ed at the Bundi Court. It may also be that the Bundi Bajas who 
served in the Deccan acquired Deccani ptamtings of the 17th cen¬ 
tury which they took hack to Bundi and these may have influenced 
the local Court artists to whom they were doubtless shown. 

Colour Plate B. The scene represents a princess seated in a 
garden surrounded by her maids. The fountains and water channels, 
all painted in white, are treated as a formal design and not realisti¬ 
cally, The horizon is depicted by a smooth, dark blue sky. AU the 
faces of the women folk have the peculiar reddish hue so often seen 
in the early group. The faces invite comparison with the female 
facial types of the Mewar School. 

Plate IS. A prince and a princess are seen standing on a stool 
in a garden. The prince is pointing out something to his beloved, 
probably a flowering spray, and to see it better, the couple have 
mounted a stool which must have been nearby. Behind is a girl 
attendant. The prince is dressed in the characteristic joinah of the 
Mughal court of that period, while his turban with curved piece 
protruding on the forehead, a very broad cross-band and pronounced 
backward slant is commonly seen in Bundi painting. The fineness 
of the bandhni work of the female attendant’s skirt should be noted. 
The care in depicting fine quality bandhni work seems to be pecu¬ 
liar to early Bundi painting. The arrangement of quite natural 
trees in not too formal a pattern and the delightful admixture of 
flowering sprays and plantains give the painting a charm all its 
own. In fact, few Indian painters have handled a garden scene so 
effectively as Mohan who has endowed the atmosphere with a quiet 
loveliness. The faces of all the figures again have the same 
peculiar reddish brown hue so constantly seen in the early group. 

Plate 19. There is an inscription on the reverse which 
characterises the ladies as vesyds, but one cannot vouch for its 
contemporaneity with the painting. It may well have been added 
later on. The subject is the normal theme of a princess or lady 
in a garden and can be just as easily a pure genre picture as a naj/tka 
picture depicting a wrahini. Amongst ndytkas we also have the 
veiya classification. But there is no means, save a contemporane¬ 
ous inscription, to indicate whether the artist was painting a ndyilca 
theme or a pure and simple genre theme. Such themes are to all 
intents and purposes identical, and to classify them correctly is often 
sheer guess work in the absence of an inscription. Such genre 
themes were popular in Mughal art in the late 17th and Igth 


5G PRINCE OF WAUS MUSEUM BULLETIN 

century and were freely adopted in Rajasthani and Pahari paints 
ing. 


Plate 20. A prince and princess seated on a canopied bed. 
The composition is formal, hut the colouring is rich and satiS' 
factory with warm reds and deep yellow ochre in prominence. 
The faces tend to be a deep pink rather than reddish-brown. The 
shading on the face of the princess is effected by a smooth wasti 
in a brownish tint. The dotted pattern of the bandhnt ghaghra. is 
very hnely done. The faces of the two female attendants are of 
the Mewar type while the face of the princess is a type which 
became quite characteristic in 18th century Bundi painting. It 
is a small roundish face with small nose and the forehead is also 
markedly rounded. Moreover, the face is not Hat but is modelled 
in a greater or lesser degree. The figure of the princess is also 
petite and dainty, a characteristic constantly seen in the 18th 
century Bundi painting. As our example belongs to the end of 
the 17th century, we can assume that this characteristic Bundi 
type of the 18th century had been evolved, in any event, by the 
last decade of the 17th century. The tile work, so common in 
the 18th century Bundi painting, is also seen in our example. In 
Plates 20 and 21, we have a style which may be regarded as the 
forerunner of similar 18th century Bundi work. The style is 
rather formal, making much use of architecture, but attractive 
due largely to brilliant colouring. In fact some of the early 18th 
century work is quite gorgeous in colour and though not aesthetic¬ 
ally so satisfactory, it is perhaps more spectacular than Colour 
Plate B and Plates 18 and 18. The Mughal influence in Plate 20 
is too obvious for comment, without the style losing its own 
individuality. 

Piate 21. A love scene. It is in the same spirit and 
manner as Plate 20. The date on the reverse is equivalent to 
A,D, 1682 as already stated. The female facial t 3 rpe 3 are iidlueuc- 
ed by the Mewar type. The prince wears a turban commonly 
worn by menfolk in Bundi miniatures. It may be compared with 
that worn by the prince in Plate 20. The device of shading under 
the armpits, so characteristic of Mughal painting in the first few 
decades of the 17th century, is used in the figures of the two lovers. 


TWO EARLY MUGHAL METAL CUPS 

PJIAMOD ClUNDKA 

The Art Section has recently acquired a large decorated coppei 
cup (mts; diameter at mouth, 34 cms.; ht, 14 cms. No. 56.61, 
Plate 22, 23a, b, and 24a) from a curio dealer of Surat. The object 
is of exquisite workmanship and its value for the study of Indian 
metalware is enhanced by the following Persian inscription incised 
around the base^ just above the pedestal: 

Waqf-e-/lC4Tot Abo ’Abdullah oLflusoin 'alaihi aa-$atdm Tiamud 
in jam-ra Saftj/n Begam har ke tama'-kunad bila’aTiQt-e-kkuda u 
naftin-e Rosu! giri/tar shauod saneh 991 (IUrji}. 

“Safiya Begam dedicated this cup to Hazrat* Abdullah al-Husain, 
on him be salutations. He who will cherish greed for it will be 
caught up in the curse of God and hatred of the Prophet. Year 991 
(Hirji).” 

Accordingly it is clear that the cup had been already made by 
A.D. 1583, during the reign of Akbar, when it was donated in 
charity. The date of manufacture of the cup is also of about the 
same period, probably a few years earlier, as is borne out by the 
style of the shikorgnh pattern engraved on it. 

The cup is in a very good state of preservation. It is semi¬ 
circular In shape with a wide mouth and slightly flaring lip. The 
interior is quite plain but the exterior is elaborately chiselled with 
decorative calligraphy and a spirited hunting scene. The smooth 
black lacquer that has been rubbed into the cup heightens the pic¬ 
torial effect and adds relief to the engraving. 

The topmost band is divided into several cartouches contain¬ 
ing Shia prayers. The most interesting feature, however, is the 
central broad band depicting a hunting scene enclosed on the top 
and bottom by two narrow bands containing verses of a ghozal 
(Plates 23a, b, and 24a>. The lowermost band has numerous car¬ 
touches with simple floral sprays each carrying three flowers. It is 
on this band that the inscription referred to above was incised at 
the time of its donation, in somewhat small and crude characters 
which contrast with the refined calligraphy on the rest of the bowl. 

The entire band containing the shikdrgdh pattern is covered with 
floral meanders in spirals composed of small leaves and flowers, 
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which serve as the ground for the hunting scene proper. We will 
begin the description with the elephant and proceed in an anti- 
clock wise manner which is the direction of the decoration, and is 
in keeping with the movement of the calligraphy. The beast is 
simila r to those depicted in pmntings of the Akbar period, with the 
usual trappings and adorned vrith tails and belts. On it is a 
cage from which peeps a chained hunting cheetah and in front of it 
are seated the keeper wearing JntloJi with feathers, and the mahout. 
The elephant is preceded by a soldier on foot wearing short jamah 
reaching to the knees, a small Indian turban and carrying a sword 
and shield (Plate 23a). Next we have a horseman holding a pen¬ 
nant decorated with arabesque, and wearing a felt cap popular in 
Persia during the Shlh Tahmasp period,'* and a pishi^r with takmek 
fastening. Riding ahead is another horseman who leans back on his 
stirrups to look at the horseman following him. He is dressed in 
^nuih and turban and holds a four knobbed shield and sword. The 
next person is a foot soldier wearing a jamah and turban decorated 
with plume. He carries a flag. In front of him is a typical 
craggy mountain with trees along the side of which can be seen a 
pair of running buck and doc (Piste 23b), We next come across 
another horseman wearing Persian felt cap who is chasing deer, 
and has succeeded in lassoing a doe round the neck (Plate 24a). 


Beside the floral pattern that constitutes the background, 
several flowering shrubs and lilies are scattered throughout the land¬ 
scape. The trees are decoratively treated in the Persian manner 
and the toi clouds are quite Persian, both these features being also 
present in early Mughal painting. Besides, there are numerous 
fl^ng birds, chiefly ducks, though there are a couple of long-tailed 
pheasants as weU. The movement of the figures is brisk und 
^mated reminiscent of the style developed by Akbar's atelier. 
Indeed, the resemblance between the pattern on the cup and those 
done in gold on the margins of the pages of contemporary iUustrat- 
ed Mss IS so striking that it is most likely that the design on the 
cup was drawn by some painter,^ the artist transferring on to the 
metal querns used by him in the illumination of hook margins 

his disposal. 

The metalworker did his work subsequently and with equal facility 
so that the ea^ hne and movement peculiar to brushwork has 
been capti^d here by the chisel, and the impression is like that 
of a delicate drawing of the Mughal period. 

dr.™*. 
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On either side of the shikdrgdh band are Persian couplets in 
elegant Nas^taliq. The verse in the upper band may be translated 
as foUows^^— 

'Come O cup bearer! Give me that water which possesses the 
characteristics of fire, for perhaps I may obtain release from my 
own self. 

Like Faridun I may raise the Banner of Kawah from the fire 
of the cup of Jamshid. 

Come O cup bearer! Give me that red cup from, which heart 
and soul get happiness that I may get release from grief and it may 
point out to me the read to the special banquet. 

Come O cup bearer! Give me that wine which produces 
ecstacy. increases greatn^, and leads to perfection because I have 
lost heart and from both of these I have not acquired anything. 

The second stanza is engraved below the shifcdrpiHh design: 

Come O cup bearer! Give me that shining fire which Zardusht 
seeks under the earth because in the creed of the profligate, a fire 
worshipper and a world worshipper are equal. 

Come O cup bearer! Give me that cup of Jamshid. Do not 
make delay. Give me moment by moment! 

Jamshid the possessor of crown and treasures said very happy 
words: that this transitory world does not have the worth of even 
one barley seed. 

Come O cup-bearerl Give me that alchemy of success which 
gives the long life of Koah along with the treasures of Korah; 

So that they may open on thy face the door of success and 
long life.^ 

The place of manufacture of this cup i$ diflicult to determine^ 
but the nature of the shikdrg^h design suggests a place close to 
Agra, the imperial capital which was the centre of the Mughal 
school of painting. The cup could have been manufactured either 
at the capital itself or at Delhi which was famous for its metal 
manufactures. Saflya Begam is probably the wife of a grandee of 
the court who donated the cup subsequently to a religious 
establishment. 

r am indebted to Professor B- D- V^rma qf Poon^ for doeiphodn^ and translate 

ing tile For$ian bucriptioiifi. 
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Very few decorated metal objects of the Akbar period are 
knowBp"^ and this cup is a document of considerable importance. 
The Mughal craftsman owes much to his Persian neighbouTp but 
there is a certain freshness and vigour which marks out the pro¬ 
ducts of his labour very much as Mughal painting is distinct from 
its Persian counterpart. 

Another fine product of early Mughal craftsmanship is a solid' 
ly made talismanic cup of brass (No, 22.2235; Mts: diameter at 
mouth 26 cms; ht. 9.5 cms; Plate 24b). The inside is decorated 
with cusped arches and is carved all over with verses from the 
Koran including the favourite suttts *of daybreak" and 'of men' (cxiii; 
cxiv). In the centre is a raised knob on top of which is fixed a six- 
petailed lotus. Outside^ in addition to the verses from the Koran 
we have the signs of the zodiac (Fig. 1) carved within circular medal¬ 
lions and magical squares. The costume of the male flg;ures, not¬ 
ably I he man drawing water from the well, is an indication of the 
early 17th century dating of this cup. The short gherdar jdifMih 
barely reaches the knees, the are narrow while the turban 

has a flat top. The faces, however^ are not soft and delicate as in 
contemporary Mughal painting but have large sharp noses p and 
pointed chins, suggestive of earlier indigenous traditions. The 
drawing of the animals* though ^ is naturalistic and fluent, in 
keeping with the best Mughal traditions. Bearing all this in mind 
the cup can be safely ascribed to the first quarter of the 17th 
century A.D, 

It is a popular custom in Islam to have recourse to the sacred 
text in times of trouble, particularly during illness, which were 
carved, with or without magical squares, on bone, parchment* metal 
or almost any other material. A decoction was poured into the 
cup where it gained its potency due to association with the mira¬ 
culous nature of the text and was drunk off by the patient. Talis- 
manic cups are quite common but the value of our cup lies in the 
fact that it is of a fairly early period and can be dated with consi¬ 
derable preciseness on the basis of its decoration. 


4. The Museum a fine casket decorated with hunting patterm of the? Akbar 

period (No. 37.6) and! described in Moti Chandra, "A Brass Jewel Casket of 
the Akbar-Jabaii|ttr period in the collection of th-e Prince fit Wales Museum, 
Bombay," Lek^ II (No. ^ 1940), pp. ^-13, 
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SATAVAHANA COINS FROM BRAHMAPURi (KOLHAPUR) 

Parmksmwabj Lal Gupta 

Finds 

According to a report sent by Mahadeva Vasud^va Barve, 
the State Karbari of Kolhapur State^ to Colonel F. Schneider, 
Political Agent, Kolhapur and S. M. Country^ on the 6th Decemberp 
1877, a copper vessel was found on the 22nd November^ 1877 oon- 
taining 1,865 lead and one hundred copper coins along with a few 
other antiquitieSp buried underground about six feet below the 
surface of the earth on the top of Brahtnapuri Hillp situated on the 
north-western side of the town of Kolhapur, close to the river Pancha- 
gadgi, during the construction of a bridge over the river, to which 
the hiU formed the eastern abutment, The hoard was found while 
the labourers were making a cutting for the wing-walls of the hill¬ 
side abutment pier.^ 

The report also refers to an earlier find of coitis^ found in the 
same area in 1873, but it gives no details about it. However, from 
a paper based on the information given by the late Bhagvanlal Indraji 
and revised by O. Codrington ^ gather that this early hoard 
was found in a round earthen pot about a foot in diameter at a 
depth of about fifteen feet, near Brahmapuri Hill, where the ground 
was being dug for making a road up the hill- These coins were 
so rusted and stuck together that the pot had to be broken to re¬ 
move them. The exact content of the hoard is not given, hut it is 
said that it contained more than six hundred coins and about half 
of them were of lead and the rest of copper. The copper coins 
were so fragile that they crumbled into pieces in the attempt to 
separate the mass. 

Thus, two distinct hoard of coins were found in the same area 
of Brahmapuri Hill, one in A,D. 1873 and the other In A,D. 1877. 

Distribution 

Ten coins of each of the two metals—lead and copper-^f the 
hoard of A.D^ 1877, were sent to the Political Agent, who in turn, 
sent them through the Bombay Government to the Bombay Branch 
of the Royal Asiatic Society. The rest, according to the Karbari’s 

1 . of tihe Bmitdh of th* Aaiafic Society, JQV (eld series), 

pp. 15 1-S2 - 

2. JMiL Xm. p. SOB. 
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letter, were retained by him for exhibition at the State Museum.® 
Of the coins of the hoard of A.D. 1873, the Karbari presented eight 
coins to the said Society, eleven to its President, James Gibbs, sixteen 
to V. N. Mandalih (thirteen lead and three copper) and some coins 
to Bhau Daji.^ The disposition of the rest is not known. 

publication 

None of these two hoards were ever examined completely. 
Bhagvanlal Indraji described nineteen coins of the board of A.D. 1873, 
which were presented to the Asiatic Society and its President. 
According to him both the lead and copper coins had identical motifs, 
viz. bow and arrow surrounded by the name and title of the king on 
the obverse and a chaiti/as and a tree on the reverse, they re¬ 
presented three kings — U) V^ishthiputra Vdivayakura, (ii) Madhari- 
putra Sivajakura and (ih) Gotamiputra ViUvayakura.® R. G. Bhandar- 
kar examined twenty coins of the second hoard i.e. of A.D, 1877, that 
were presented to the Asiatic Society; and according to him, all of 
them—copper and lead—were of the same species as those described 
by Bhagvanlal Indraji from the first hoard. ^ On the basis of only 
these few published coins from the tw'o hoards, various theories 
were suggested for the identification of the issuers of the coins, and 
they were considered valid till now. 

After a lapse of about half a century, when the existence of these 
coins was all but forgotten, K. G. Kundangar reported in 1929 that 
the Brahmapuri hoard of A.D, 1877 contained not only lead coins of 
the Kura kings, but also copper or potin coins of the Satavahanas, 
Hi;; report was based on the coins that were exhibited in the Lord 
Irwin Agriculture College Museum, Kolhapur; and according to his 
information, they were those very coins that were left in Kolhapur 
after distribution to various museums. According to him, the Sata- 
vahana coins of the hoard had on the obverse an ornamented elephant 
with uplifted trunk and the legends were Siri Pujumawisa, Stri Sata- 
kat({sa, Siri Sotosa and Sirt YajHa Setafcanisa. On the reverse they 
had the Ujjaio cross and baU symbol, and some of the coins of Puju- 
raavi had a crescent on the Ujjain symbol,® In 1953, after the inte¬ 
gration of Kolhapur State into Bombay, the Director of Archives 
and Historical Monumente, Bombay Government, received a lot of 
1,643 lead coins from Kolhapur Museum, which according to the 


3 , P- 

4, XIV. p, 153- 

5, The name Iqt tke motif on these cf?ins is incarre^t It is really a hiQ 

oE S 4 »vcn arches; hut since this rtame has found favour witli Molars, I have 
retained the conventional terminOli^jSy- _ 

6 Journal of the BoTnEjai/ Branch of the Koj/o-L Asiatic Society, Xm, p. 304. 

7 ! fbid. XTV, p. 153. 

8 , JV^-S. XLH. p 31. 
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note received by him, belonged to the hoard of A.D« 1B77. These 
coins, in turn, were sent to the Prince of Whiles Museum of Western 
India, Bombay * for cleaning and study. Here they were studied 
first by S. N. Chakravarti of the Archaeological Section of the 
Museum and then by Dr. M. Rama Rao of the Niaam^s College. 
Hyderabad, While the classification of the coins by Chakra varti 
remained confined to the records of the Museum and the office of 
the Director of Archives, Dr, Rama Rao published an exhaustive 
paper. 


In 19S6, the Director of Archive and Historical Monuments, 
Bombay Government, again received several lots of coins from the 
Kolhapur Museum^ which were sent for examination to the Prince 
of Wales Museum, Among these were a few packets containing 
copper and lead coins, 626 in number, belonging to the Kura and 
Satavihana dynasties. There were no indications about their pro¬ 
venance but on further enquiry I was able to ascertain that they 
probably belonged “to the stock of the coins discovered in 1877 
while constructing the Shivaji Bridge over the Panchaganga river.”^^ 


This^ however, does not seem to be the case, for the hoaid of 
AD. 1877, according to the State Karbari's own report^ did not have 
more than 2,000 coins and of these 1,865 were of lead. As such it 
is only the lot of 1,643 coins, examined by Rama Rao and Chakra- 
varti, that can be attributed to that hoard, keeping in view the 
fact that many coins were distributed to various institutions and 
persons. The coins of the second lot also cannot be attributed to 
this hoard, as the number of coins would then be much more than 
2,000. This lot, subject of the present study, can only relate to the 
hoard of A.D. 1873, as it was reported that it included more than 
600 coins, half of which were of lead and the rest of copper. It 
has been further said that most of the copper coins had crumbled 
into pieces. All these facts fit well with the lot under study in 
which there are no less than 148 pieces of broken copper coins. 


10 . 


Journal of i/ie Nuim«;mioeic Society of India XVU, pp. ^5-88. The nwnber of 
coiiis, mondaimt in his pajp^r is inaeourat^. At one place it is given a* 2;t42 
(p, 5S) and 2,434 at tha other fp, whil^ the acltial ntimbor of the coins 
is only 1^643. 1 wantod to verify this point and also wanted to ascertain the 
actual distribution among various kin^ according to hb examination, but was 
uiiibrtunaLely unable to do so. According tn Chakruvarfi's oxaminatiorL report, 
they are as foLlowst 

VasishfhTputra Vi|ivayakura _ . , ,. 167 

Madheriputra 8lvalakuia .. .. ^. 500 

Gotomiputra Vi|ivayakum ., .. ^, 5^ 

Elephant type .. .. .. ^, g 

Wo rn _ _ _ ., 4Sg 

Total .. .. .. .. 1J643 

letter No. 10o-KOL-V/3l27 dated Slst July^ tS56 from the Director of Archivie^ 
Coveniinent of Bombay. 
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Whatever may be the actual position of the two lots of coins. 
It is clear that they did not exclusively consist of the coins of 
the Kura kings as had been commonly held by scholars. They 
included copper and lead coins of the Sitavihanas also. Since 
Dr. Rama Rao has published a detailed study of the lot of 1,643 lead 
coins, the present paper is confined to 626 coins of the second lot 
together with other supplementary information. 

This lot contains the following coins: 

(A) Copper coins 

(i) Kura kings 

Gotamiputra Vifivayakura 12 

Names uncertain 15 

Total 28 

(ii) Satavahana kings 

Coins on which the name is out of flan 124 

Legend Sdtakani 92 

Legend Siri Sdtakani 52 

Legend Saka Sstakoni 1 

Legend 5iri Pujumani 57 

Legend Siri Khada Sataicani 4 

Legend Siri Yajna Sdtalca^i 38 

Legend Siva Siri Pi4utn«vi 3 

Legend Ruda Sdtakani 3 

Legend 5iri Sdtasa 2 

Illegible coins 5 

Total 381 

(B) Lend coins. 

(i) Kura kings 

Vasishthiputra Vijivayakura 3 

Madhariputra Sivala-kura 4 

Gotamiputra Vilivayakura 5 

Neatly cut half pieces 88 

Neatly cut 1/3 pieces 10 

Neatly cut quarter pieces 12 

Broken coins 34 

Fragmentary pieces 59 

Total 215 

(ii) Satavahana king 

Siri Pulumavi 1 
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Copper coins 

The copper coins of the Satevahanas in this lot all have on the 
obverse an elephant, ornamented, with upraised trunk and the name 
of the ruler above it. On the reverse is the Ujjain symbol, with 
a dot in each ball and a crescent over one of the balls. ^' Coins 
of this type were known earlier from the Chanda'® and Tarhala'® 
hoards and are referred to as coins of C. P. {Central Pro¬ 
vince} Fabric.^* The present find shows that these coins wore not 
exclusive to that area, but were also current in the west as far as 
Maharashtra. 

It is also interesting to note that while the Satavahana lead 
coins with 'Elephant and Ujjain symbol’ motifs bear the metrony- 
mics,’® they are altt^ether absent on the coins of the same type 
in copper, as has been correctly pointed out by Rapsoji.’® His 
statement regarding the absence of the title Edjfl from the copper 
coins, however, is not correct. Mirashi has already pointed out 
that the legends on the coins of Pujumavi and Satakar^ in Tarhala 
hoard begin with and those of Yajoa Satakar^i as RafioJ® 

In the lot under study too, there are some coins which have the 
letter 510 before the name of the ruler and seem to be part of the 
word Ra^, m being out of flan. In most of the coins the begin¬ 
ning of the legends are out of flan, so we do not have the title on 
the coins. This might have been the case with the coins before 
Rapson as well. 

The present lot has 92 coins which preserve only the name Sdfo- 
teoni or a part thereof- The names of several kings of the Satavahana 
dynasty end with this surname and several rulers having this sur¬ 
name are represented in the present lot. The palaeography of all 
these coins is more or less similar, so that it is difficult to say if 
the coins with the legend Sdtofeoni, which is of course partial, be¬ 
longed to any one or several of them. Mirashi has attributed all 
such coins of the Tarhala hoard to Siri Satakami, but has distin¬ 
guished them on the basis of thickness and thinness of the letters, 
as belonging to two rulers—Siri Satakarni III and Satakanji IV,'® 
The latter ruler, he malntatRS, is mentioned in one of the manu¬ 
scripts of the Vayu Puhb^io, as the grandson of Satakanrii HI. But 

Hr This cresMit is net tn the co\ns of Fulumavi, as Kunf^ng^r has stated 

XLH, p* 31); but it appear^ on ihe coins of all the rulers. sW Plata 25, 
Nos. 11, 12, IS, pL Z6 No. 1. 

12. Procef^tn^r of fhe ^odatu of Bengal 1893, pp, llfi-17. 

13. JJVhSJ, n. p. 

U. Rapson^ Britfjh Musteum Catatopur. pi. xxx, 

15. Jfcfd., 20, 34 etc. 

16- fbld„ p. cKCr 
17. Ibid. 

IB. J*JV.SX li p. 

19. fbEd., p. 86u 
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I am unable to make out any such distinction among the present 
coins. At the same timCp I am a little hesitant to accept them as 
exclusively the coins of Siri Satakstd^ though there is every possi-^ 
bility of these coins being his. I prefer to attribute only those 
coins {52 in number) which have the initial portion of the legend 
clear with the word siri or at least ri followed by the word Sdtufcarii 
or a part of it. 

There is a coin in the lot with the legend Saka Sdta. The letter 
read as ka is not very clear, so its reading as ra is also possible^ 
though the vertical stroke of the letter ka should leave no room for 
doubt-^® Mirashi has identified four coins in TarhaUi hoard with the 
legend Saka followed by and he has attributed them to 

a ruler named Siri Saka Satakarnip who is neither known in the 
Purinas nor in any other source.®^ The coins illustrated by him 
however* do suggest the ei^istence of the letter ka in between two 
leaving little doubt regarding the fact that these coins were 
issued by a ruler named Saka Satakarm. 

There are fif^-three coins with the legend Siri Pnlumdvi$a 
or part thereof. We have no less than three or four Pulu- 
mavis m the Puranic lists of the Satavahana dynasty. Here, in 
this lot itself, we have three coins bearing the legend Sivu Siri 
Pafamdijip TJie Tarhala hoard also had thirty-two coins of Siva 
Siri Pulumivi^^ whose coins are also known in the Chanda 
hoard.^*^ So it is not unlikely that some of the present coins with 
the legend Siri Pulumavi might belong to himp the initial portion 
being out of flan. A large number of them might also belong to 
Vasishthiputra Siri Plilumavi, who is a well known figure of the 
Satavahana dynasty. 

Siva Siri Pujumavi is not represented in Rapsen's Catalogue. 
But the British Museum has two lead coins of which the legend 
reads ... * thiputasa Siua Sin.®^ These coins have been attributed 
by Rapson to Vasishthiputra Siva Siri Sltakarni. He has identified 
this ruler with the name Siva Sri in the Matsi/a Piiranu and Sata- 
kani Siva Siri in the Para?>a as the 25th ruler.®But in 

all probability the name given in the Visknu Purdna is a confused 
jumbling of two names as the name Sitakarm Siva Sr! is quite un¬ 
usual. Pargiter has shown that the Matsya Purd^ and one of the 
manuscripts of the Vdyu PuniT[wi clearly give the name Siva Srf 

20. The coin was shown to Dr. M. B«na Rao^ when he visited Bombay in Januaty 
1952; he agrees with me. 

21. J.N£J. It p, K, 

22. Ibid,. pL Vn, 22-30, 

23. /hid., p. SS. 

24. Pr<pe. A.S.B,, 18»3, p- 117; lt.S. XLV, p. 61. 

25. BM C., p, 29, 

2 S- /hid., intro., p, xt 
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JPuloma with the regnal period of seven years. So, these copper 
coins undoubtedly belong to him and the lead coins in the British 
Museum should also be attributed to him rather than to Siva Sr! 
Satakajji.®^ 

There are also four coins in the lot with the legend Siri Kha^ 
Siitakani or a part thereof. The Tarhala hoard had twenty-three 
coins with similar legend,®® These coins can well be attributed to 
:Siva Skanda Satakarni, who is mentioned in all the Puranus. The 
Chanda hoard included a coin on which Hoemle had doubtfully 
read Ya(ga}sti which, in the light of these coins may well 

be assumed as belonging to this very ruler. The Indian Museum 
also has a coin on which Smith read Siri Cha^a Sato, but the read¬ 
ing Khoda is clear in the plate.^'^ As such the Chanda hoard also 
included coins of this ruler. 

There are three coins with the legend Rada ^dtakaiti. Any 
ruler named Ruda or Rudra is conspicuously absent from the 
Puranas, but a ruler named Rudra Satakarni is known from his 
lead coins in the British Museum from the Pearse CoUection.®’ 
There is another coin found from Krishna district, on which Rap- 
son has read (Ru>da SotaJca. . .3* Mirashi thinks that these coins 
belong to Khada (Skanda) rather than to Ruda (Rudra),®® but there 
is nothing to warrant any such suggestion. Martin has a lead coin, 
where the reading is quite clear as purosu Rudra Sd,®'* 

Thirty-eight coins of the lot have the legend Siri YajS® SdiaJcstu 
or a part thereof. They need no comment as the issuer of these coins 
is well known. 

Lastly, the lot includes three coins, which have the legends Siri 
Satasa. This legend was also read by Kundangar.®® No ruler 
named Siri Sata is known to any Purava, but he is weU known from 
coins as well as inscriptions. A few coins having the name Siri Sata 
arc in the British Museum. They have been assigned to Siri 
Satakanji of the Naneghat inscription by Rapson.®® Some other 
coins are also known with this legend, and they are attributed 
either to Satakarpj or to Satavahana and Sata is suggested to be 

27. A lead of thu type in the M. F. C. Martw CoUection has the clew legend 
...pa..5tea SiH Piilunwinfea), Sec K.S XLV, p. 63. 

2S. JJiSJ, H, p. 89, 

39. Proe. IS^ p, 117 , 

39. pl 213^ PI. XXm, 24 

31. p. 46. 

32. Rwi. 

33. n, p. aa 

34. NS, XLV, p, Q. 

33. ilrid., XTJT p. 31 . 

38- BJf jC,, pl 1 . 
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a contraction of these names. But as I have shown elsewhere 
there is no reason to have any such contraction on these coins, 
the name SdUi or Soti being complete In itself and no less than 
three persons of this name with different mytronymics may be 
identMed from different sources viz, Mifdhariputra Siri Sala in 
the Kanheri inscription, Slrl Sata, the son of Nayanika in Nenegha^t 
inscription and Saliputra Siri Sata on a coin in the collection 
of Sri Hurmuz Kaus of Hyderabad.^^ It is nevertheless diiTicult to 
suggest the ruler to whom these coins may be attributed. 

Lead coins 

Among the lead coins 1$ a single piece of the Salavahana dynasty 
having the legend Siri Pulumavisa. The motifs on both the sides of 
the coin are similar to those of the copper ones; both of them have 
an elephant on the obverse and the Ujjain symbol on the reverse. 
This lead coin, however, differs a little on the obverse. Here the 
elephant is facing to the left, instead of the right as on copper coins 
and its trunk is lowered, while it is raised on the copper ones. Be¬ 
sides, here we have the legend Ptilumd^^isa instead of Pulumdmsa 
i.e* la is used on the lead com, instead of Jo found on copper ones. 
Whether this distinction has any significance cannot be determined 
at the moment. In absence of the myironymic^ it cannot be attri¬ 
buted to any particular Pulumavi, but it Is not unlikely that it be¬ 
longed to Vasishthlputra Siri Pulumavi. 

The copper and the lead coins of the Kura kings have similar 
motifs, viz bow and arrow and with names encircling on the obverse 
and hill-tree on the reverse. Here the attributable copper coins are 
only of Gkitamiputra Vilivayakura, while the lead coins of ah the 
three rulers are known—Visishthiputm VilvSyakura, Madhariputra 
Sivalakura and Gotamiputra Viliviyakyra. Since Rama Rao has dis¬ 
cussed these coins in detail, nothing further need be said here. 

Conchisions 

The find of the two types of coins in the hoards from Brahma- 
puri, with different devices and in association with each other 
makes it quite clear that the SitavShana rulers and the rulers with 
Hura-ending names were not identical, as was so far believed by 
many scholars. It lends support to the view that the two were quite 
distinct dynasties^ and that the Kuras were not the feudatories 
of the Satavihanas either* for no m^erain king is known to have 
allowed his feudatories to issue coins in their own name in the 
history of India ^ We definitely know, for example, that under the 

3i. Vn, p 3: rv, 23; XITL 37; Hivtoricnf QuaTteri]^ XXVII, p. 21ft f.; 

XXX, p. 2S0. 

38. JMS.L XV, 180-82^ XVl. pp. 88-89; tJf Q. XXXH, pp 42$-30. 




70 


PRINCE OF WAI^ MUSEUM BtnJLETIN 


Guptas no feudatory had ever issued coins. Under the Mugl'ials 
also, we do not know of any such practice. Even in the declining 
period of the Mughal glory, no chief dared to issue coins in his own 
name. They issued them in the name of the emperor of Delhi 
and could only have some mark of their own in a comer of the 
coin. 


The distinction between the Satavahanas and Kuras is now 
definitely bome out by the excavation at Brahmapur?, conducted 
by the Deccan College Post-Graduate Research Institute, Poona 
during 1945-46, Kura coins were found exclusively in the early 
strata VI to IX while the Satavihana coins are confined to the later 
strata IV and also VI,^^ This would definitely indicate that the 
two sets of coins were neither issued by one and the set of 

rulers nor did they belong to contemporary dynasties, but suggest 
rather that the Kuras preceded the Satavahanas. 

If this is so, it would be interesting to speculate as to which 
of the Satavahana rulers deprived the Kuras of their domain. We 
know eight Satavihana rulers from the coins of the lot described 
above. The chronology of five of them is fixed from the PurSpas 
as follows: 


1. Siri Satakarui (Gautamiputra) Pargiter’s List No. 22 

2. Siri Pulurnavi 24 

3. Siva Siri Pulurnavi 25 

4. Siri Skanda Satakarni ,, 26 

5. Siri Yajna Satakarpi 27 

remaining three rulers. Siri Saka SiUkar^, Riidra Sita- 
karoi, and Siri Safe, whose coins have been found in the above 
lot, can in no case be placed in between any of the above rulers, 
« that would be tampering with the Puramc sequence. They may 
^ plao^ either before Siri Satakatpi or after Sri Yaifia Satakarni. 

^cavations at Brabmapuri only the coins of Gaufemiputra 
Sm Salami and Sin Pujumavi have been found in the layers later 
than those m which the K ura coins, or Kura coins in association 

port publiah^ by the ^ no^nopctly amlysed in r^- 

Uom of tb« bi^b^TOttery md ^ njeOiod of the constnio- 

hulfae luid ® Roman dw 

en « »eva] with the SStaX*!rp;ri<;^^?s^K^ 
ttt Bmhfndpurt ^JCofliaiHir}, is-wl Difcahit. £fMiNt(Kma 

«»miM the entire ^ rrontly an occasion to 

aeparate paper on the «ibject wIU pemonially and a 
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with Satavahana coins have been found. On the basis of this evi- 
detice^ none of the three rulers of the Sitavahana dynasty, who 
are not in the Puranic list can be placed earlier than Siri 
Satakanji in this region. Siri Satakanji or Siri Pulumavi thus 
could be the only Satavahanas, who deprived the Kura ruler 
Gotamiputra Viliv&yakura. the last of the dynasty, of his kingdom, 

Siri Saka Satakamip Rudra Satakarni and Siri Sata would also 
thus appear to follow Siri Yajna Satakanp. The coins of Siri Saka 
Satakarnl are ako known from the Tarhala hoards which also in¬ 
cludes the coins of Siri Vijaya Satakarni, twenty-eighth in Pargiter's 
Lbt along with the coins of two other rulers Kumba SatakarTu and 
Kan>a Satakarm who are conspicuously absent from the present lot. 

This distinction between the two sources of the Satav3hana 
coiner suggests a bifuroation of the ruling dynasty after Siri Yajna 
Satakann or in all likelihood after Siri Saka SatakariUj whose coins 
are known at both the places. He probably ruled the entire Sata- 
vahana territory and was the last to enjoy the imperial authority. 
After him, it seems that the dynasty split into two branches, one 
ruling in the Chanda-Tarhala region from the original capital of the 
dynasty and the other confined to Maharashtra and the southern 
part of the kingdom. Vijaya, Kumbha and Karna Satakari^, whose 
coins are known from Tarhala hoard are absent from Brahmapxm, 
were members of the Chanda-Tarhala branch and Rudraj, Sata etc- 
whose coins are known from Brahmapuri but are absent from the 
Chanda-Tarhala hoard, were members of the Mahai^htra branch* 
Lead coins of Rudra are well known from Krishna district and a 
few coins of Siri Sata of quite different type are known from 
Hyderabad* These lend support to the above suggestion. 

Besides these historical inferences, the coins also shed light on 
the practice regarding fractions of coins. No Kura coins have been 
found of smaller denomination in either of the two hoards of 
A D. 1873 or A.D* 1877 from Brahmapuri, but in the former, we have 
a number of fractions of Kura coins cut into half^ one-thirds and 
quarters Iplate 26, Nos. 14-17)* They were in all probability used for 
a fraction of the unit coins. This type of dichotomy seems to have 
been practiced from earlier times. Pieces of silver punch-marked 
coins, cut into halves are found in many hoards, discovered in diffe¬ 
rent part of the country*^ 

40. hoards are ilitl impublishcd bvt tli& half-pims in the Bahai hoard 

arc noticed in VlUr P- 63. 
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Description of the coins of the Brahiuapuri finds illustrated on 
Pis. 2B and 26. 

A. OOPPliR : SATAVAHAN'A 
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miscellanea 

Odf recent yeats a number of commemoration volumes have been 
published, chiefly in the various Indian languages. Most of them 
consist mainly of vague panegyrics, and are sprinkled sometimes 
with articles of doubtful value. The AcMryti Sri VijayoMolIobha- 
suri Smdruk Granth (Publishers: Mahavira Jaina Vidyalaya, Gowalia 
Tank Road. Bombay, 1956, 702 pp. and numerous colour and half¬ 
tone plates. Price Rs. 17 50 nP) is a striking departure and contains 
much interesting material on Jaina philosophy, literature, art and 
culture in addition to some well written articles on the life and 
works of the distinguished Jaina scholar commemorated. The contri¬ 
butions are in three languages, Gujarati, Hindi and English. 
Amongst those in Gujarati attention is drawn to a scholarly contri¬ 
bution on Prathamanuyoga :&^tra and its author Aiya Kalaka by 
Muni Punyavijaya. A. V. Pandya has an interesting note on a silver 
coin of Jayasimha Siddharaja, R. N, Mehta writes on some interest¬ 
ing sculptures from Vadnagar while Sarabhai Nawab contributes an 
article on the gold-lettered Kalpasutra dated A.D. 1459 with forty- 
four Illustrations in a Jaina library at Baroda. The plates accom¬ 
panying this article however, are inexplicably and unfortunately in 
three colours, red. black and gold, so that it is difficult to form an 
idea about the quality of the Ms. This is not the case with the 
excellent colour reproductions accompanying an article by Muni 
Punyavijaya on a splendid illustrated Ms. of Supasanahachariyam 
painted at Devakulavataka (modern Delwara, Me war, Rajasthan) in 
A.D. 1422-23. Of much interest is a lengthy article by U, P. Shah 
on Kalakacharya in which important light is thrown on his sojourn 
to Suvanoabhiimi. The English section also contains much valuable 
material. Klaus Bruhn has carried out a detailed statistical analysis 
of the two lower reliefs in the Parsvanatha temple at Khajuraho 
and comes to the somewhat obvious conclusion that the sculptures 
there are not Brahmanical but influenced by Brahmanical icono¬ 
graphy. Amongst other articles of importance may be mentioned a 
discussion of the DhCirtakhyana in the Nisithachiirni by A. N. 
Upadhye, a note on some aspects of Jaina monastic jurisprudence by 
S. B. Deo, and some iconographic data on the Jayl group of goddesses 
and an image of Mallinatha by U. P. Shah. 

The standard of printing is excellent, though one fails to under¬ 
stand why numerous blocks have been printed in red instead of the 
conventional and much more successful black and white. 
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IS Lovers Standirjg on a cKaukI in the garden (Hi" x Painted by Monahar. Bundi, dated 1689 

No 5S.B8 < 












19 Lady and altcndam in garden £12* k SD- Bundi. laic nth «nt AD. No 55.91 












2fl Prine* with bekvtd on a c^riopledl bed x Bundi, Late 17th cent AD- No. 55.90 
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ai ¥rmt& and Jady with attendants ill a phavillpn- Bundin late l7th cent AD. Collection pf Sri C. D. Gujarati, 
Bombay 























































22 Copp<M' liXHwl (lecofjiterf wilh Kunling ^^ultorn. Mughul, 1I58S AD. 5C.GI 














24 a Detail of cropper bowl dated 13®3 A.D. 


24b Brass tallsmanic cup. MuRhal, early lith cent AD- No 23.223a 












2G Kiini and Satvahana coins from Brahinopurl, Kolhapur 
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